Oe no Masafusa and the Convergence of the “Ways™:
The Twilight of Early Chinese Literary Studies and the Rise of Waka Studies

in the Long Twelfth Century in Japan

Saeko Shibayama

Submitted in partial fulfillment of the
requirements for the degree of
Doctor of Philosophy
in the Graduate School of Arts and Sciences

COLUMBIA UNIVERSITY

2012



© 2012
Saeko Shibayama
All rights reserved



Abstract
Oe no Masafusa and the Convergence of the “Ways”:
The Twilight of Early Chinese Literary Studies and the Rise of Waka Studies

in the Long Twelfth Century in Japan

Saeko Shibayama

This dissertation examines two major parallel but intersecting trajectories: that of kangaku
(Chinese studies), specifically the Kidendd (history and literature) curriculum that flourished at the State
Academy in the Heian period (794-1185), and kagaku (waka studies), which emerged in the twelfth
century. I trace the concept of “way” (michi) as it evolved from the Chinese studies curriculum to an
aesthetic “way of life,” characterized by a spontaneous and rigorous pursuit of literature and art. The
emergence of the study of waka was significant not only because it functioned as a catalyst for the
preservation and renewal of the ancient practice of waka, but also because numerous commentaries on the
subject formed a canon that defined Japanese cultural identity in subsequent centuries.

As in the European Middle Ages, the long twelfth century (1086-1221) in Japan saw the revival
of ancient customs and texts. In the West, the Greco-Roman Classics, particularly Aristotelian
philosophy, were rediscovered, partly through Arabic translations. In Japan’s case, the “twelfth century
renaissance” of court culture was not ushered in through contact with new intellectual trends from
overseas. Rather, after a century of regency rule by the non-imperial Fujiwara clan, the imperial rulers of
the twelfth century were eager to legitimatize their regimes by applying the standards of newly
reinterpreted precedents from the past. Called the “era of retired emperors” (insei-ki), Japanese society in
the twelfth century was retrospective in character, and witnessed an effusion of cultural production,
including the compilation of numerous literary anthologies, sequels to existing religious and historical
texts, and treatises and commentaries on poems from the past. For courtiers, participation in imperial
cultural enterprises was their sole means of assuring their families’ survival, as warriors established their

own government by the early 1190s.



Part One examines kanshi and waka traditions before the twelfth century through textual analyses
of “prefaces” (jo), the majority of which appear in the literary anthology, Honcho monzui (Literary
Masterpieces of Japan, ca. 1058-65). This is followed by an examination of the role of the composition
of Sino-Japanese poems in the lives of scholar-officials. I show how scholar-officials professionalized
this practice as part of their household studies in the ninth through eleventh centuries. As part of my
investigation of the literary genre of poetry prefaces, I also analyze the Chinese and Japanese prefaces to
the Kokin wakashii (Collection of Japanese Poems from Ancient Times to the Present, 905), and the poet
Noin’s preface to his private collection of waka.

Part Two turns to the life and works of Oe no Masafusa (1041-1111), the foremost scholar of his
time. I show how Masafusa responded to the changing realities of Kidendd scholars, while idealizing his
learned ancestors, their fellow academicians, and their imperial patrons’ “passions” (suki) for the
composition of Chinese poems. By closely reading some of the writings attributed to Masafusa, such as
the Zoku honcho ojoden (Biographies of Those Reborn in Paradise in Japan II, ca, 1099-1104) and the
Gaodanshé (Notes on Dialogues with Oe Masafusa, ca, 1107-11), 1 argue that Masafusa’s nostalgic
recollections of literati culture from the tenth and eleventh centuries ushered in the setsuwa (anecdotal
tales) mode of narrative that epitomizes literary production in the twelfth century.

Part Three investigates the evolution of waka studies in the twelfth century. I first turn to
Minamoto no Toshiyori’s (1055?-1129?) waka treatise, Toshiyori zuino (Toshiyori’s Principles of Waka,
ca. 1111-15) and discuss the peculiarly anecdotal ways in which Toshiyori glosses ancient poetic diction
for a female reader. I then examine how the Rokujo school of waka incorporated some of the formal
trappings of kangaku scholarship in its revival of waka, while the Mikohidari school of waka further
consolidated hereditary studies of poetry by emphasizing the difficulty of mastering waka composition.
In sum, by analyzing Chinese and Japanese writings from Japan’s long twelfth century, I propose a new

intellectual history of Japan in a crucial period of transition from the ancient to the medieval age.
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Preface
Setsuwa (Anecdotes): A Cognitive Mode of Insei Japan
“Histories of peoples are no impediment to those who wish to read useful
works, for many wise people have imparted the past deeds of humankind in
histories for the instruction of the living. Through history they handle a
final reckoning back through seasons and years, and they investigate many

indispensable matters through the succession of consuls and kings.”

Isidore of Seville (ca. 560-636), Etymologies, Book 1:31:3.!

The present study originates in my early fascination with Fujiwara no Teika’s (i €4,
1162-1241) poetics, especially his concept of ushin-tei (3004, mindfulness). As Teika warns
in his treatise, Maigetsusho (5 H 5, Monthly Notes, 1219), this poetic style was extremely
difficult to master. 1 now propose that ushin-tei is not only a style of waka (17X, Japanese

poems in thirty-one syllables) composition, something a poet can decide to use or not, but also a
way of life, a commitment to confront and interact with history. By emphasizing ushin-tei in
poetry, Teika stressed the importance of historical verisimilitude. But what history was he
talking about?

To answer this question, I first turned to the eighth imperial anthology of waka, Shinkokin

wakashii (B 5 FHKEE, A New Collection of Japanese Poems from Ancient Times to the

Present, 1205). By reading through the two thousand waka in its twenty volumes, I became
convinced that the Shinkokinshii demonstrated its redactors’ deep understanding of the literary

history of waka, with its beginnings in the first anthology, the Man 'yoshii (B Z4E, Collection of

1. Stephen A Barney, et al trans. The Etymologies of Isidore of Seville. Cambridge: Cambridge UP, 2006.
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Mpyriad Leaves, ca. 785). Just as I was about to write about how the Shinkokinshii constructs a
particular literary history of waka, I realized that not only the Shinkokinshii, but the majority of
waka treatises from the late twelfth century also provided their own historical views of the
literary genre. Why were those poet-scholars, including the five compilers of the Shinkokinshii,

so concerned with writing literary histories of waka? What is kagaku (WK%, waka studies) and

when did the tradition begin? Why was waka considered relevant to people’s lives at the
beginning of the thirteenth century?

As I began my preliminary research on poetic treatises from the twelfth century, I noticed
that nearly all the bibliographical sections of the books’ modern editions referred to a catalogue

of books on waka, entitled “Koseki kasho mokuroku” (7 #E#kE H #%, “An Old Manuscript

Catalogue of Books on Waka”). The idea of obtaining material evidence about the proliferation
of waka studies in the late twelfth century was very appealing. At the same time, I was intrigued
when Japanese scholars in Tokyo told me that while they knew about the catalogue, only the
historian Ota Shojird (A & —ER, 1913-87), who discovered the book in 1954, had written
about it. My visit to the Sonkei-kaku Library (B 3CJ#) in Tokyo in January 2010 was one
of the high points of my seven years of research on waka. However, when I was shown a Meiji
copy of Maeda Tsunanori’s (Hij FH#f#L., 1643-1724) bibliographical memoranda, Sokashoshi (3&

#FE), vol. 72, I recognized the futility and risks of basing my work solely on bibliographical

evidence. Since the original twelfth-century manuscript of the “Kasho mokuroku” does not
survive, little can be said about the original catalogue. However, the present study has been

made possible through the efforts of generations of textual scholars, who in their tireless search
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for urtexts, rescued and reconstructed numerous works for the benefit of those of us—students of
Japanese literature. In any case, my optimism about gaining critical insight into the twelfth-
century revival of waka through material artifacts was premature.

To solve the question of why courtiers in twelfth-century Japan wrote so many

commentaries and treatises on waka, I finally turned to the existing scholarship on insei (Bt
administration by retired emperors) and the insei period (FEEUH). By acquainting myself with

recent historical scholarship on the subject, I realized that the revival of waka was not merely a
matter of literary history, aesthetics, nor of taste. I became convinced that the cultural
phenomenon of the emergence of numerous scholarly texts on waka needed to be contextualized
historically within a particular socio-political environment. But how to proceed?

My solution was to link the otherwise autonomous individual literary texts of the insei
period to the larger narrative of the social history of Japan at the time, through the insight I

gained from my reading of the kanbun texts written by the scholar-official, Oe no Masafusa (X
JLIEJE, 1041-1111). Masafusa’s works provided me with a theoretical framework that proved

useful in understanding waka studies in the late twelfth century. The first hint I gained from his

Zoku honché ojoden (i ANEHTEAEAR, Biographies of Those Reborn in Paradise in Japan II, ca.
1099-1104) was that at least in Masafusa’s mind, the Kidendd (fC{z38, history and literature, lit.

“Way of annals and biographies”) curriculum in the State Academy was in decline by the end of

the eleventh century. The second clue I discovered in my close reading of his Godansho (VL5
2, Notes on Dialogues with Masafusa, ca. 1107-11) was that Masafusa was the proliferator of

the glorification of Emperor Daigo (Bl K 2, r. 897-930) and his son Emperor Murakami (f_I
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KE, 1. 946-67), due to his respect for the “passions” (4F &, suki) these rulers exhibited in the
composition of Sino-Japanese verse (i, kanshi).

Based on these two ideas, the present study proposes the following hypothesis: in the
absence of rigorous philological research on the part of kangaku academicians after Masafusa

and Fujiwara no Atsumitsu ({20, 1062-1144), waka studies evolved in the second half of

the twelfth century and soon attained the social recognition only accorded to Chinese literary
studies in the past, while the ancient practice of waka composition was rediscovered as
something authentically “poetic” and “Japanese.” In fact, Fujiwara Teika attained the Senior

Second Rank (1E-{7) as well as the post of Acting Counselor (f&™' #4735 ), mainly due to his

being a prominent waka poet in the 1230s; such a scenario would have been impossible a century
earlier. As to why the late-twelfth-century waka commentators and the compilers of the
Shinkokinshii were obsessed with writing literary histories of waka in Japanese, when no major
official chronicles were written in Chinese at the time, it is even possible to speculate that literary
histories of waka functioned as social histories of early Japan in the twelfth century.

The present study does not return to the specific discussions of the Shinkokinshii and

Teika’s theory of waka (#Kiifi, karon). However, with the broad perspective on “literature” and

“poetry” I gained through Masafusa’s writings, I am now ready to propose that the literary
history of waka embodied in the Shinkokinshii resonates with the last insei ruler, Retired

Emperor GoToba’s (1% 55 HIBt, r. 1183-98, 1180-1239) desire to revive the Confucian political

ideology of state building (#&[EJ&1H, keikoku chisei) through the promotion of ancient literary
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practices.” Incidentally, the turn of the thirteenth century also witnessed the restoration of the

Myogyddd (FH#FE, the study of Confucian Classics) curriculum at the Academy, under the
leadership of the Kiyohara (35 i) family. From the viewpoint of Chinese literary studies (757,

kangaku) in Japan, the gradual transition that took place throughout the twelfth century at the
Academy, from the belletristic Kidendo to the more politically oriented Myogyodo, set off a brief
“dark age” in Japan’s long tradition of Chinese studies.

Because kangaku itself thrived in Japan in various hereditary and institutional contexts
until the late-nineteenth century, it is erroneous to assume that the discipline as a whole declined
in the twelfth century. Rather I argue that it was during this temporary hiatus in Chinese studies
that waka took on the formal trappings of early Kidendd scholarship and itself became a

“Way” (8, michi). Theoretically, the transformation of waka from a Japanese native custom (J&
%}, fiizoku) to the embodiment of poetic refinement (JEJ, firyir) on a par with the composition
of Chinese verse was not surprising, because by the early tenth century, the prefaces to the first
imperial anthology of waka, Kokin wakashii (54 HIHEE, Collection of Japanese Poems from
Ancient Times to the Present, 905), had already defined the indigenous practice of waka
composition in terms similar to those applied to the kanshi composition. In other words, the
decline of the Kidendd provided the external impetus for Japanese poets to rediscover the origins

of waka as described in the Kokinshii.

2. The convention of a retired emperor being in charge of the imperial family continued through the end
of the Edo period, but after GoToba’s Jokyt Disturbance, the authority of bakufus was established, and the
subsequent retired emperors no longer claimed political sovereignty. For this reason, the historical epoch
of insei-ki is normally considered to have ended with GoToba.
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To understand the significance of the revival of waka in its historical context, the
characteristics of the insei period and its impact on Japanese society in the subsequent centuries
need to be discussed. Indeed, no individuals better epitomize the ethos of the insei period, or
Japan’s “long twelfth century” (1086-1221), than Oe no Masafusa. Born into a Confucian family
in charge of the Kidendo at the Academy, his life as a scholar-official appears quite uneventful,

compared to that of his distant relative Oe no Sadamoto (KVLZE 2, 2-1034), who, after serving

as a provincial governor for many years, took the tonsure, made a pilgrimage to China and died

in Hangzhou (i) as a Buddhist monk. On the other hand, Masafusa’s rapid admittance to the

N

highest echelon of senior nobles (23, kugyé), and his eventual promotion to the post of Acting

Counselor and later to the Senior Second Rank, were career advances that no academicians of the

preceding centuries, including his great-grandfather Oe no Masahira (KYLE#T, 952-1012),

could even dream about.

One reason why Masafusa’s talent as a scholar-official came to be valued so highly was
that his first imperial patron, Emperor GoSanjo (%2 =&K&, 1034-73, 1. 1068-72), after having
spent many years as crown prince during the Fujiwara regency, launched various political
reforms, including the revival of the system of appointment of officers based on merit rather than
family connections. Because GoSanjo attempted to restore imperial sovereignty to its “original”
state before the heyday of Fujiwara no Michinaga (5B =, 966-1027) and his son Yorimichi

(PR HIE, 992-1074), he was willing to give opportunities to Masafusa, who was fully aware of

his immediate ancestors’ unsatisfactory lives as middle-ranking officials, and eager to assist the

b (13

sovereign’s “state building” project, thus manifesting his renewed sense of responsibility as a
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Confucian scholar.

GoSanjo’s son, Emperor Shirakawa (7K &, 1053-1129, 1. 1072-86), officially

inaugurated the institution of insei by disobeying his father’s wishes regarding imperial
succession, and abdicated in favor of his own son in 1086. Ruling for an unprecedentedly long
period of fifty-six years, first as emperor, then as the father and the grandfather of succeeding
emperors, Shirakawa further pursued the revival of imperial authority, mainly through symbolic
acts such as offering Buddhist prayers for the benefit of the state, and by sponsoring such literary
activities as commissioning waka anthologies. Despite making ostentatious gestures in this
regard, Shirakawa’s pursuit of his own private interests, epitomized by his forceful
implementation of the primogenitary succession of the throne, ironically reduced the authority of
the imperial household to the level of other institutions, such as the regents’ line of the Fujiwara

family, Buddhist establishments, and even the emerging warrior-houses of the Minamoto (Ji)
and the Taira (**) clans. By the time of the death of Shirakawa’s grandson, Emperor Toba (55
KE, 1103-56, . 1107-23), the imperial household was no longer able to manage its own

succession politics without the assistance of the Minamoto and Taira warriors, culminating in the

Hogen and Heiji Disturbances (P76 T-16 DL, 1156, 1159). The civil strife was followed by the
brief anachronistically “noble” regime of the military leader Taira no Kiyomori (*F-ii5 2,
1118-81). In 1185, Minamoto no Yoritomo (JR¥H5H, 1147-99) inaugurated the country’s first
military government (3, bakufis) in Kamakura. The political institution of insei continued to
function until the defeat of Retired Emperor GoToba, following his attempt to overthrow the

bakufi in 1221 (Z& A DL, the Jokyi Disturbance).
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A crude chronological outline, like that presented above, only portrays the insei period in
terms of the rise and the fall of retired emperors’ administrations. Paradoxically, however, while
the actual power of retired emperors as the rehabilitated executives of the imperial state dwindled
by the end of the twelfth century, the notion that the imperial family was the longstanding
guardian of Japanese culture emerged on a hitherto unknown scale in the minds of the imperial
sovereigns and their subjects. Indeed, it is remarkable that military figures like Taira no
Kiyomori and Minamoto no Yoritomo preferred to coexist peacefully with the imperial family,
and even partially adopt their legacy through marriage and the appropriation of key elements of
imperial culture, such as waka and court music. For these reasons, despite the actual weakening
of the imperial state, the insei period witnessed a great increase in literary production, with many
of the resulting works attempting to encompass the long literary and cultural histories of the
country. Fundamentally neoclassical, this period witnessed the compilation of numerous literary
anthologies, sequences to the existing religious and historical texts, and treatises and
commentaries on poetry from the past and the present. For courtiers, participation in imperial
cultural enterprises became the only way to secure their families’ survival, as warriors had
established the bakufu by the early 1190s.

Interestingly, Japan was not the only geopolitical entity which underwent “the
renaissance of the twelfth century.” As Charles Haskins (1870-1937) discussed in his influential
book The Renaissance of the Twelfth Century (1927), twelfth-century Europe also witnessed the
revival of the Greco-Roman Classics, particularly, Aristotelian philosophy, partly through Arabic

translations.” In Japan’s case, however, the cultural revival was not directly ushered in through

3. For interdisciplinary studies of the influence of Haskins’ book in the fields of religion, education, law,
politics, history, philosophy, science, literature and the arts, see Benson and Constable, eds. Renaissance
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contact with new intellectual trends from overseas. Rather, as briefly discussed above, it was a
byproduct of retired emperors’ attempts to legitimatize their regimes by applying the standards of
newly reinterpreted precedents from the past.

Regarding the fundamentally retrospective nature of cultural production in twelfth-
century Japan, it is not merely coincidental that as a form of intellectual activity in early Japan,
michi (Way) is analogous to the Latin word via (‘“path”), and what the literary historian of the
European Middle Ages, Mary Carruthers, calls a “cognitive” mode, equivalent to the concept of
“imagination” in the modern sense:

But if we can get away for a moment from [the mental] “faculties” analysis
[based on modern literary scholars assumption that “our understanding of
the process of composition is the natural one”], and think instead of human
cognition in terms of paths or “ways” (like the via of the ancient liberal
arts), and then focus on the cognitive way called “composition,” we can
see that this process can be presented and analyzed as “recollective,”
because it was assumed to involve acts of remembering, mnemonic
activities which pull in or “draw” (fractare, a medieval Latin word for
composing) other memories. The result was what we now call “using our
imagination,” even to the point of visionary experience. But medieval
people called it “recollection,” and they were neither wrong nor foolish nor
naive to do so.*

Although Carruthers supports this statement with a textual analysis of John Cassian’s
(360-435) writings, her model of “human cognition in terms of paths or ‘ways’” as something
inseparable from “acts of remembering, mnemonic activities” provides invaluable insight into

understanding the peculiar ways in which poets in the insei period embraced historical

precedents even in their own compositions. Unlike the earlier institutional Way or a specific

and Renewal in the Twelfth Century (1991).

4. Carruthers, p 70.
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curriculum at the State Academy, the emerging Way in medieval Japan was spontaneous and

highly emotive, epitomized by its dissemination through setsuwa (#t5fi, anecdotal tales).

Loosely defined as “tales,” or anecdotal prose writings, setsuwa were not merely a
reconstructed literary genre, but rather a mode of cognition and self-expression. In fact, one of
the most peculiar phenomena in the cultural production of twelfth-century Japan was the
retrospective nature of almost everything written in that society. Be they courtiers’ kanbun
diaries, biographies, waka treatises and anthologies, or historical narratives, the present was
always viewed through the lens of the past. By the time of the Shinkokinshii, through the
production of numerous poetic treatises that discuss specific expressions found in the existing
waka discourses, certain fixed notions regarding these expressions came to be shared by poets.

Called “poetic essence” (A, hon i), the ability to recall specific narrative situations associated

with words and phrases became an important aspect of waka composition during the insei period.
When Fujiwara no Teika elaborated the compositional technique of “allusive

variation” (ANHKHY, honkadori) in his waka treatises, he was not merely advising waka novices,
including the third shogun Minamoto Sanetomo (535}, 1192-1219), how to use old diction in

their compositions. Rather, Teika emphasized that the composition of waka was primarily a
spontaneous act of integrating oneself with the collective memory of early Japan through one’s
imagination. The primary purpose of the present study, then, is to explore how seemingly
heterogeneous writings from twelfth-century Japan all share the characteristics of setsuwa:

retrospective, illustrative, and thus memorable.
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The Master said, ‘I set my heart on the Way, base myself on virtue, lean

upon benevolence for support and take my recreation in the arts.’

(Confucius, The Analects, 7:6.)'

Introduction

1. An Overview

This dissertation proposes a new intellectual history of Japan from the late eighth through
the early thirteenth centuries by tracing the trajectories of two of the country’s oldest poetic
traditions—waka and kanshi. Waka are poems composed in vernacular Japanese, normally in the
fixed format of thirty-one syllables, whereas kanshi, more varied in form and length, are poems
composed in Chinese style by Japanese poets. The exact origins of waka and kanshi practices
are unknown, but the earliest extant anthologies of the respective genres in Japan, the Man yoshii
and the Kaifiiso, both date from the mid-to-late eighth century.

I will argue that the twelfth century was a pivotal period in the history of Japan because

the institution of the State Academy (K“#%%), especially its most prestigious literary and history
curriculum, Kidendd (2151, “the Way of annals and biographies™) entered a period of decline,

leaving the legacy of academy-trained literati as purveyors of poetry and cultural refinement in
the hands of emerging waka scholars. But while the more pragmatic and politically attuned

curriculum, Mydgyddd (HA#EE, the study of Confucian Classics) was revived at the end of the

1. D.C. Lau, trans., p. 86.



twelfth century, the demise of Kidendd did not put an end to kangaku (7, Chinese studies) in

Japan. The present study will attempt to demonstrate that while new intellectual trends, such as
Myogyodo, had not yet taken hold in the Academy, the practice of waka composition
incorporated the style of early Chinese literary studies in a short period of time, while
commentaries on waka formed a canon that eventually came to define Japanese cultural identity
in the subsequent centuries. These evolutionary changes in the nature of academic studies can be
understood in part by examining the word michi.

Literally meaning “road” or “path,” the word michi (ii, Ch. dao) has long been used

figuratively in China and Japan, and is most often translated as “Way.” Historically, perhaps the
best known instance is the ancient Daoist philosopher Laozi’s (traditionally dated to 6th century

BCE) book Dao de jing (GETE#E), which provides multifaceted, often ambiguous expositions of

the term. In Japan, by the early eighth century, the Academy was established as an organ of the

centralized state, with a hierarchical system of professors (&=, hakase) and students (%#2E,

gakusho). Education was provided for the sons of middle-ranking bureaucrats, who aspired to
succeed in officialdom by mastering the specialized knowledge found in the Confucian Classics
and other Chinese literary and philosophical texts. In this institutional climate, the term michi
came to represent individual “curriculums” taught in the Academy. By the end of the ninth
century, the Academy offered students four clearly defined “paths”: Myogyo, Kidendo, Myobodo

(FHi%38, studies of legal codes), and Sandd (%5138, astrology).? In this regard, the term michi is

analogous to the Latin terms, via (“path”) and artus (“strait”), which were applied to the ancient

2. For more details, see Ishimura, vol. 1, pp. 69-73; Momo, pp. 62-132.



and medieval practices of the liberal arts in Europe.’

Based on the evolution of these academic studies (michi) in Japanese society during the
eighth through twelfth centuries, the present study proposes to use the term as a paradigm for the
sociological and psychological characteristics of intellectual activity in Japan during the period.
It will focus on three aspects of the term michi. Firstly, as professions that are maintained

through the hereditary transmission of knowledge within clans (EX ;i) and families (%X ie). For
instance, the Monjoin (3P, “Literature Hall”), a residential facility for students specializing

in the Kidendo track, was established during the Jowa era (834-48) under the auspices of the Oe
and Sugawara clans, who held the majority of key posts in the Academy during the heyday of the
Kidendo.*

Secondly, michi lies at the heart of the Confucian-influenced master-disciple relationship,
admission to which was open to highly qualified students from other family backgrounds. This
appears to contradict my supposition that michi referred primarily to occupations practiced by
particular families. However, we need to understand that a genuine sense of devotion to certain
professions is often observed among individuals who chose to follow the paths of those whom
they considered worthy and inspiring. For example, Sugawara and Oe scholars were, formally
speaking, rivals, but their actual literary compositions reveal a great deal of literary borrowing
and exchange. Furthermore, there were a number of highly talented academicians who did not

belong to either of the clans, but who nonetheless studied under leading Sugawara or Oe

3. For discussion of the Trivium (Lat. three paths)—grammar, rhetoric, and dialectics, and the Quadruvium
(Lat. four paths)—arithmetic, geometry, music and astronomy, the seven subjects comprising the liberal
arts in the European Middle Ages, see Curtius, pp. 37-38. Unlike Seven Liberal Arts in Europe,
curriculum of which was comprehensive and sequential, students in Heian Japan chose one of the four
tracks of Myogyo, Kidendd, Myobodo and Sando.

4. For a detailed study of the consolidation of the Kidendo track and Monjoin, see Momo, pp. 132-243.



academicians, and produced some of the most innovative literary anthologies of their time.

Prime examples are Yoshishige no Yasutane’s (B¥ &R L, 2-1002) Nikhon 6jé gokuraku ki (HAS

1EA MR ARG, Record of Rebirths in Paradise in Japan, 983-85) and Fujiwara no Akihira’s ()i
B, 989-1066) Honché monzui (ANFASCHY, Literary Masterpieces of Japan, ca. 1058-65). The
master-disciple relationship in which students primarily had the freedom to choose their teachers,
either in person or imaginatively through the textual appropriation of their teachers’ works in

their own compositions, gave them a sense of identity and pride. By espousing the ideal of suki

(B, “poetic passion”), waka poets of the twelfth century embraced the master-disciple

relationship as a social and psychological basis for their own innovative waka practice.
Thirdly, michi also refers to the transmission of knowledge mediated through the
interpretation of classical texts. For example, the Sugawara and Oe scholars passed down their

own understanding of the canonical works in the Kidendd curriculum, including the Shiji (5235c,
Records of the Grand Historian, ca. 91 BCE), the Hanshu (i3, History of the Former Han
Dynasty, ca. 82 AD), the Hou Hanshu (#2732, History of the Later Han Dynasty, ca. 432), and
the Wenxuan (3GE, Literary Anthology, 6th century). Due to the paucity of surviving source

material from the pre-twelfth century period, the exegetical techniques developed by the
Sugawara and Oe academicians cannot be reconstructed systematically.” However, judging from

fragmentary references made by Oe no Masafusa (KILIEJE, 1041-1111) in his Godanshé (J1.#%
2, Notes on Dialogues with Masafusa, ca. 1107-11), their main concern was how to

“read” (yomu #t 3>, more precisely, to “apply Japanese reading to” kundoku ll#c) the Chinese

5. For discussion of the exegetic practice of the Wenxuan in early Japan, see Chapter 1 of Brian
Steininger’s dissertation.



texts in stylistically refined, yet aurally pleasing Japanese. We also know from a variety of
sources that the Sugawaras and Oes had their own family libraries, that consisted of manuscripts,
the interlinear markings in which presumably preserved each school’s methods of reading.

One objective of this dissertation is to show how the particular trend of kangaku studies
that thrived during the eighth through eleventh centuries served as a model for twelfth-century
waka poets in the latter’s revival of the ancient practice of waka as a medium for cultivating
cultural refinement and Japanese identity. However, the present study will not simply promote
an evolutionist narrative, i.e., that when Kidendo declined, the study of waka emerged as an
alternative “Way.” Rather, by pointing out parallel structures in pre-twelfth century kangaku on

the one hand and twelfth-century kagaku (i“#, waka studies) on the other, I examine the

particular roles that poetry played in the formation and the sustenance of these two intellectual
movements in the ensuing centuries.

Considering the long history of waka, it is indeed curious that while it evolved as a
literary practice as early as the eighth century, it only became an object of scholarly pursuit in the
twelfth century. Waka were composed by both male and female members of the aristocracy, and
actively exchanged among themselves in the form of personal correspondence during those early

centuries. According to the waka poet Fujiwara no Kiyosuke (&5 /51, 1104-77), there were
no formal master-disciple relationships among waka poets until Priest Noin (HE[X], 988-active
1051) became a student of Fujiwara no Nagato (B S HE, 949?-active 1005).° Kiyosuke also

recounts how waka poets in the late eleventh century, mostly male, middle-ranking officers

whose main duties were to serve in the provinces as governors or their assistants, came to revere

6. Kiyosuke makes this comment in his waka treatise, Fukurozoshi. SNKBT 29, pp. 117-8.



Noin for his “passion” (suki) for poetry, and emulated him as a model. Without institutional
affiliation, these self-styled poets’ spontaneous efforts to differentiate themselves from the rest of

the aristocracy as “aficionados” (% Z %) of waka set the stage for the revival of waka in the

twelfth century.

After Noin and his male followers, Minamoto no Toshiyori’s (JF{2%H, 1055?-1129?)

W/

waka treatise, the Toshiyori zuino ((RFERENN, Toshiyoris Principles of Waka, ca. 1111-15),

marked another turning point in the literary history of waka. Originally commissioned by

Regent Fujiwara no Tadazane (Ji#)5 {92, 1078-1162) for his daughter’s education as a future

empress, the somewhat eccentric and digressive Toshiyori zuiné provides anecdotal rather than
philological commentaries on ancient expressions. The contents of the Toshiyori zuiné may not
be what a modern reader expects in a poetic treatise, but the fact that such a book was widely
circulated suggests that by this time, many of the expressions from the Man 'yoshii and the Kokin

wakashii (%75 FIHREE, Collection of Japanese Poems from Ancient Times to the Present, 905)

were no longer readily understood by readers without the aid of commentaries. Although
Toshiyori zuino itself is not a scholarly book, the many etymological conundrums it presents
soon became the object of avid scrutiny by waka poets in the mid-twelfth century.

After Toshiyori, more rigorous study of waka was taken up by the two branches of the

Fujiwara clan—the Rokujo (7N5%) and the Mikohidari (ffl-/c). It should be noted that while the
earlier Chinese studies were represented by larger family units, or uji (X clans), twelfth-century

waka studies developed along with the smaller units, or ie (%X houses), within the existing clans.’

7. In his book Nikki no ie, the social historian Matsuzono Hitoshi (¥AEf ) examines the role of kanbun



Aside from the Rokujo and Mikohidari, Fujiwara no Akihira’s line of the Fujiwara family,

Fujiwara Shiki-ke (/5 ZU5X) is an example of a new scholarly household.® The reorganization

of the existing aristocratic clans into smaller units with their own household specialties in the arts
and court service in the mid-to-late twelfth century suggests that this was the only way the
majority of aristocrats could survive in the increasingly volatile society. Historically speaking,
uji and ie are not synonymous. Nevertheless, on a superficial level, the rivalry between the

leading “waka houses” (FIIH#K D %K), the Rokujo and the Mikohidari, is analogous to the relation

between the Sugawara and Oe clans in the previous centuries.

The Rokujd school of waka, founded by Fujiwara no Akisue (B HHZE, 1055-1123),

incorporated various formalities of kanshi practice in their waka-centered activities. For

instance, like the kanshi poets who deified the scholar-official Sugawara no Michizane (& J5{i&
H., 845-903) as Tenjin (K, Heavenly God), Akisue established the rite known as Hitomaro
eigu (NJFREEZAE, Offering to Hitomaro’s Portrait), in which the Man 'yoshii poet Kakinomoto
no Hitomaro (flid< A JFk 1, active late seventh century) was revered as the God of Waka. The
setsuwa collection, Kokon chomonjii (114 & H%E, Collections of Old and New Famous Tales,

1254) recounts how the portrait of Hitomaro used by Akisue for liturgical purposes was passed

diaries (H 5L, nikki) in the transformation of the concept of household (ie) from that of ancient “courtly
noblemen” (FEHE %) to “medieval houses” (Y7 "5, ). (Matsuzono, p. 204.) Throughout the

book, he argues that the late twelfth century was a turning point in Japanese history, because the decline
of the state as the official “record-keeping organization” (FL#%#H#%) during this period inevitably

prompted individual aristocratic families to hold onto their own “stock” of information regarding court
service, preserved in the form of kanbun diaries. (Ibid, pp. 334-5.)

8. However, unlike the Rokujo and Mikohidarai houses of waka, the Fujiwara Shiki house ran the State
Academy as the last guardians of the Kidendo tradition, after the death of Oe no Masafusa.



on to his third son Akisuke (HHH), because Akisue insisted that “no biological son of [his was]

permitted to inherit [the portrait] unless he excelled in this Way [the art of waka].””
Akisuke’s waka studies were taken over by his son Kiyosuke. According to the modern

literary scholar Asada Toru (%), Kiyosuke finally consolidated the authority of the Rokujd

family as a purveyor of specialized knowledge of waka, by collating his own in-house editions of
the canonical texts of waka, such as the Man yoshii and the Kokinshii, and by transmitting them
to a small number of his relatives." In this regard, Asada’s conclusion that only after Kiyosuke

“waka houses” became further professionalized as “waka specialists” (AKIEZX) is reasonable.

Kiyosuke’s awareness of being a legitimate heir to the Kidendo legacy is evinced by his

N
~

humorous signature as “Kiyosuke, a scholarship student of waka” (FIRRIS-3E 42151, waka
tokugosho kiyosuke) in the colophon of his own manuscript of the Kokinshii."' At the State
Academy, two “scholarship students in Literature” (CEASFZE 4, monjo tokugosho) were

selected from some four hundred students by examination, which included the composition of
kanshi, but a “scholarship student of waka” is an entirely imaginary post. Likewise, some

recensions of Kiyosuke’s waka treatise, Fukurozoshi ((3%.¥-, The Pocket Book, 1157) contain

9. ZEF4D LD IDBEICTAISAFKICIE, BSX05F, SNK 59, p. 263.

10. Asada (1994), pp. 170-171.

11. Pointed out in Note 18 in the Fukurozoshi (SNKBT 29, p. 51.) In the marginalia of the Fukurozoshi,
Kiyosuke also referred to himself as “a former scholarship student of waka Yamabe no Sukune” (HijF1HK

H2E 41 1130%57#), a parody on the name of the Man 'yéshii poet, Yamabe no Akahito (LR N).
Similarly, Kiyosuke signed his waka treatise Ogisho (B340, Secret Notes, ca. 1124-44) as “edited by the
former scholarship student of waka Kakinoshita no Mitsura” (BiF1RRES-SEEA T 55 E$##), also a parody
on the names of the Kokinshii redactors, Oshikochi no Mitsune (MLiF] NS51H, active early tenth century)
and Ki no Tsurayuki (fCH Z, ca. 868- ca.945).



Kiyosuke’s self-description as “Fujiwara, an old Confucian scholar of waka” (RI#KIH{FB#ER). 2
Even Fujiwara no Teika (i %X, 1162-1241), a scion of the Mikohidari school, praised

Kiyosuke’s encyclopedic knowledge of waka lore by calling him a “Confucian master of
Waka.”"

However, Teika’s father, Fujiwara no Shunzei (J&5{{£2 i, 1114-1204) was an outspoken

critic of the Rokujo poet-scholars’ ostentatious imitation of literati culture. It cannot be denied
that Shunzei’s own theory of waka initially grew out of his distaste for Kiyosuke’s informative
yet somewhat uncritical approach to waka as poetry. Nevertheless, Shunzei launched the
Mikohidari school as an alternative to the Rokujo school, by emphasizing the difference between
the Chinese literary tradition and the composition of waka. For example, in his waka treatise,

Korai fiiteisho (X5 R )JBIEYY, Commentary on Ancient and New Styles of Waka, 1197, revised

1201), Shunzei condescendingly calls kanshi “that which kangaku scholars regard as poetry,”"
and criticizes many rules about the format and rhyme schemes of kanshi composition, while
praising waka for its relative simplicity and spontaneity. Shunzei goes so far as to claim that
waka is so profound that perfection in the composition of waka is unattainable, whereas kanshi
composition can be mastered through practice. Compared to Kiyosuke’s lighthearted imitation

of scholarly mannerismes, it is easy to discern cultural chauvinism in Shunzei’s defense of waka.

12. This name does not appear in the SNKBT edition of the Fukurozoshi, but is discussed in the “kaidai,”
pp. 489-491. For more detailed analyses of this and other names used by Kiyosuke, see Nishimura, pp.
190-194.

13. A B IE AR O ff 1, This comment appears in Teika’s waka treatise, Kenchii mikkan (W83 %%
#). Quoted in Nishimura, p. 175.

14. FEFK D772 EHDH D, KKS7, p. 46.
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However, it is erroneous to conclude that Shunzei completely dismissed the Chinese-style
literary tradition. On the contrary, unlike Kiyosuke, Shunzei was aware that kanshi and waka
were both respectable forms of “poetry,” that made imaginative use of language, although he
does not state this explicitly in the Korai futeisho. For that matter, Kiyosuke’s waka treatises,

such as the Ogisho (WD, Secret Notes, ca. 1124-44) and the Fukurozéshi, do not rule out the

superiority of kanshi over waka, either. Read uncritically, the waka treatises from the mid-to-late
twelfth century are no more than anthologies of ancient lore and exemplary poems. In other
words, while providing source material indispensable for the understanding of the historical
development of waka, neither Kiyosuke or Shunzei expounds on individual topics or poems in a
way modern readers would expect to find in poetry treatises. "

The fundamentally open-ended nature of twelfth-century waka treatises suggests that
either the authors assumed that their readers were capable of relating their own life situations to
the body of knowledge presented in the written texts, or that the authors further circulated
comments on their treatises orally or privately to qualified and interested individuals. In either
case, unlike waka treatises attributed to Fujiwara no Teika during the first few decades of the
thirteenth century, which are replete with more explicit and practical advice on how to compose

waka, Kiyosuke and Shunzei’s texts need to be approached obliquely. The critical study of

15. Unlike Kiyosuke and Shunzei’s treatises, texts written by Kenshd (), Kiyosuke’s half-brother

and an active member of the Rokujo School, tend to provide more focused, in-depth analyses of
individual topics. For example, his Kakinomoto no hitomaro ason kanmon (ffiA NG =50 B AR 58

X, 1184) discusses various mysteries concerning the biography of Kakinomoto no Hitomaro, whereas his
philological magnum opus Shiichiishé (fliHF#5, Sleeve Notes, 20 vols., 1185-90) expounds on over one-

hundred poetic locutions, by meticulously citing both Chinese and Japanese sources. For a discussion of
the important sub-genre in twelfth-century waka studies, kanmon (3, lit. “research reports”,

monographs, originally a genre in Sino-Japanese composition), including one written by Kiyosuke on
Hitomaro, see Nishimura, pp. 47-69.
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twelfth-century kagaku texts begins by questioning what the authors left unspoken.
In fact, looking back on the historical development of kanshi and waka, the paths of the
two poetic traditions crossed during the reign of Emperor Daigo (r. §897-930, 885-930).

Popularly called the Engi era (AL, 901-23), this period witnessed two of the most important

events in the cultural history of early Japan: the death of the scholar-official Sugawara no

Michizane (& 578 E., 845-903) in exile in Kyiishii, and the compilation of the first imperial

anthology of waka, Kokinshii in 905. On the one hand, the banishment of Michizane led to the
disgracing of Kidendd officialdom by the emerging Fujiwara regents and their political acolytes.
Concurrently, shortly after his death, Michizane came to be venerated as Japan’s first genuine
kanshi poet, who was able to internalize the techniques of poetry composition as a means of
expressing his own thoughts and feelings. Disillusioned with the lack of meritocracy,
academicians after Michizane turned to expressing themselves through poetry, rather than by

using their literary skills in pursuing the Confucian ideal of “state building” (#&[%, keikoku). On

the other hand, two prefaces to the Kokinshii, one written in vernacular Japanese by a waka poet,
and the other in Chinese by a kangaku scholar, define waka as a creative product of the human
mind, as opposed to more objective knowledge and scholarship.

The acknowledgement of waka as a form of poetry, based on human psychology and the
imagination responding to external sensory stimuli, must have challenged Kidendd
academicians, because that was precisely how they themselves perceived kanshi, especially after
Michizane. In order to protect the scholarly image of the Sugawara and Oe families as

Confucian households (f %X, juka), during the tenth and eleventh centuries, top academicians
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from these clans camouflaged their increasingly private and apolitical literary activities under the

rubric of “Confucian refinement” (ff54f, juga). They also began, euphemistically, to refer to the
composition of kanshi as fiigetsu (JilH, the wind and the moon) and claimed that their ability to

engage in the practice of fiigetsu was a gift inherited from their ancestors. In the meantime, after
the Kokinshii, scholar-ofticials established the norm of referring to waka as one form of the

fitizoku (JEAA, native customs) of Japan, while reserving the epithet fiigetsu—also a synonym of
“poetic refinement” (JE\J7i, fiiryii)—for their own practice of the composition of kanshi poems.

Considering the fundamental similarities between kanshi and waka as manifestations of
poetic language, as envisioned by practitioners of both genres at the beginning of the tenth
century, in retrospect, neither the decline of the Kidendo in the twelfth century nor waka poets’
appropriation of the literati’s nurturing of “poetic refinement” is surprising. Nevertheless, the
transformation of waka from fiizoku to fiigetsu took about one century, beginning shortly after
the compilation of the Honcho monzui (ca. 1058-65?), wherein the dichotomy of waka-fiizoku
and kanshi-fiigetsu is set out succinctly.

Beyond its original role as a sample book of Sino-Japanese compositions in various

literary genres (3R, buntai) that were in vogue in Japan during the tenth and eleventh centuries,

as a literary anthology, the Honcho monzui provides vivid portraits of Kidendo-trained scholar-
officials at the time. In this regard, Oe no Masafusa’s prolific output at the turn of the twelfth
century enriched the literati’s universe first documented through the Honcho monzui, and made it
accessible to the wider aristocratic audience of new imperial Japan administered by retired

emperors, by adding his own commentaries on the lives of historical scholar-officials and their
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imperial patrons, in the form of anecdotal tales.

2. Primary Sources

One of the most curious characteristics of the insei period as a cultural paradigm is the
sheer amount of biographical and commentarial literature produced, many of the texts
remarkable for their length. Insei texts capture and preserve the historical realities of the

diminishing imperial state in the form of fragmentary tales, called setsuwa (#iii, anecdotal

tales) by modern literary historians. In this regard, Oe Masafusa was one of the innovators of
setsuwa, which can be regarded not merely as a literary genre, but also as a mode of cognition, a
body of recollective narrative, and even a way of life that enabled individuals to reconnect with
the past. To cite one example, the Godansho is a collection of spoken discourse attributed to

Masafusa. One of its most widely disseminated editions, the Ruijiibon (JHZRA, Topically

Categorized Recension), consists of six books and contains some 445 anecdotes, many of which
feature Kidendd scholars and their imperial patrons from earlier centuries. The Zoku honcho

ojoden (AN EAR, Biographies of Those Reborn in Paradise in Japan II, ca. 1099-1104) is

a collection of forty-two biographies by Masafusa of individuals from the tenth and the eleventh
centuries, who are believed at the time to have achieved rebirth in the Buddhist Pure Land. As
its title suggests, Masafusa intended it to be a sequel to Yoshishige no Yasutane’s Buddhist
hagiography, Nihon 6jo gokuraku ki (985-87).

In this way, twelfth-century authors’ and anthology compilers’ treatment of the history of
imperial Japan as an entirety is exemplified by their tendency to produce literary compendiums

meant to be read as sequels to their predecessors. For instance, the historical narrative Okagami
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(K#i, The Great Mirror, early 12th century), written in vernacular Japanese, covers fourteen

imperial reigns between 850 and 1036, and is thus a sequel to the early official chronologies of

Japan (7NIE[5E, “Six Chronicles of Japan™), compiled sporadically between 720 and 901, which

record the history of the country from its mythological origins through 887. Moreover, the

Okagami itself was followed by another vernacular historical narrative, the Imakagami (%%,

The Mirror of the Present, ca. 1170), which covers the years 1016 to 1181. Written in Chinese,

Fujiwara no Akihira’s Honcho monzui was followed by the Honcho zoku monzui (Zliﬁﬁffﬁi*h,

Literary Masterpieces of Japan I, ca. 1155-63). Toward the end of the insei period, this trend

culminated in the compilation of the Shinkokin wakashii CG¥t i 5 FIHEE, A New Collection of

Japanese Poems from Ancient Times to the Present, 1205), a New Kokinshii.
The sheer volume of these vernacular histories and literary anthologies certainly poses a
challenge for modern readers. While relying heavily on insei texts as historical sources, in

particular the Imakagami and the Konjaku monogatarishii (% B YFESE, Collection of Tales of

from Times Now Past, ca. 1120), a setsuwa collection by an anonymous editor, the present study
attempts to listen to the critical voices of anthology compilers as expressed in their lacunae,
rather than taking what they describe at face value.

In this regard, I consider the Honcho monzui to be the most important forerunner of the
numerous anthologies produced during the insei period. By selecting Chinese writings, both
prose and verse, composed by Japanese literati from the ninth through the mid-eleventh
centuries, Akihira not only preserved the voices of Kidendd scholars in public and private

settings, but also canonized them as the finest authors in pre-insei Japan. But it was Masafusa,
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Akihira’s student and a product of the culture that created the Honcho monzui, who opened the
insular world of the literati to the wider aristocratic (and later, non-aristocratic) audience of

medieval Japan.

3. Existing Scholarship

Because the present study proposes a new intellectual history of eighth to early-thirteenth
century Japan through textual analyses of kangaku and kagaku discourse from these centuries, it
necessarily relies on an enormous body of scholarship dealing with both poetic traditions.
Firstly, among studies on kangaku in early Japan, the first volume of Osone Shosuke’s (1929-93)
posthumously published collected works, Nihon kangungaku ronshii (1998) and Satd Michio’s
Heian koki Nihon kanbungaku no kenkyii (2003) proved instrumental in formulating my
thinking.'® In particular, Osone’s essay, “Fiigetsu ko—Sugawara no Michizane wo chiishin to

shite” ( TE\H ) —EFEE % F.00I2 LT, “On ‘the Wind and the Moon’—Before and After

Sugawara no Michizane”) opened my eyes to a reconsideration of kanshi as “psychological
poetry,” on a par with waka, as discussed in the Kokinshii prefaces. Satd’s book provides
important insights for understanding Oe Masafusa’s difficult kanbun composition. His chapter
on Masafusa’s reception of the Wenxuan offers an excellent literary criticism of Masafusa’s long
poems composed during his years as Acting Governor General of Dazaifu.

Brian Steininger’s unpublished dissertation, Poetic Ministers: Literacy and Bureaucracy
in the Tenth-Century State Academy (2010) is an important study of the lives and works of tenth-

century Kidendd academicians, and provides socio-historical and linguistic material

16. For the Japanese rendition of the names of the scholars and books mentioned here, see bibliography.
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indispensable to an understanding of the culture of Japan’s “Sinitic” literary tradition.

Steininger’s dissertation also contains a chapter on the scholar-official, Minamoto no Shitagd (I
JI€, 911-83), one Kidendd giant from the tenth century, whose compositions the present study

does not examine in detail. In discussing the early convergence of kangaku and waka cultures,
Shitagd is important because he is considered one of the first “poets versed in both Chinese and
Japanese literature.”"”

For studies on Oe no Masafusa, Kawaguchi Hisao’s biography, Oe no Masafusa (1968) is
a classic, but the author’s tendency not to cite historical sources properly inevitably frustrates
contemporary readers accustomed to a more precise approach to historical texts. A series of

essays by Komine Kazuaki on Masafusa’s various “records” (i, ki) and Buddhist prayers (JiH>C,

ganmon, “vows”), all included in his Inseiki bungakuron (2006), provides valuable introductions
to Masafusa’s prose writings. Yamazaki Makoto’s Go fotoku nagon ganmon shii chiikai (2010) is
a much awaited, completely annotated version of Masafusa’s 120 vows. Although presented in
the form of commentaries, Yamazaki’s in-depth analyses of Masafusa’s vows demonstrate the
peculiar ways in which “Royal Laws” (F3%, 6h6) and “Buddhist Laws” ({53, buppo)
overlapped during the insei period. The publication of Iso Mizue’s new biography of Masafusa,
Oe no Masafusa—sekigaku no bunjin kanryé (2010) is noteworthy.

In English, there 1s no book-length study of Masafusa, but Chapter 3 of Fredric Kotas’
unpublished dissertation, Ojoden: Accounts of Rebirth in the Pure Land (1987), provides a
concise, well-documented biography. Marian Ury’s article, “The Oe Conversations” (1993)

contains a short biography of Masafusa, based on Kawaguchi’s book, along with annotated

17. Called waka kensaku (FIIEE(E D A) in modern Japanese scholarship.
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translations of the first twenty-plus additional anecdotes from the Suigenshd Recension (ca.
1198) of the Godansho. Robert Borgen’s article, “Oe no Masafusa and the Spirit of
Michizane” (1995), heavily influenced by Satd’s chapter on Masafusa’s reception of the
Wenxuan (originally published in 1993), convincingly reintroduces Masafusa as “an enthusiastic
exponent of the Tenjin cult.”'®

For studies on the insei period, the five-volume multi-author collection of essays, Inseiki
buka ronshii (2001-5) provides a gateway to insei culture as a whole, from the point of view not
only of literary historians, but also of experts in political theory, legal studies, social history,
sociology, linguistics, urban studies, Buddhist studies, and the performing arts. Komine’s
opening essay visualizes the insei period as a cultural paradigm, and the present study is inspired
by this approach. Social historian Cameron Hurst’s Insei: Abdicated Sovereigns in the Politics of
Late Heian Japan 1086-1185 (1976) provides useful historical background for understanding the
evolution of the institution of insei. However, in light of recent revisionist histories by Motoki
Yasuo and Mikawa Kei, whose works attempt to provide new “holistic narratives of political

9919

history,”"” rather than structural analyses of particular institutions, such as in no ché (B¢)T,

retired emperors’ office), which is the focus of Hurst’s book, a new social historiography of insei
Japan in English is needed.

For scholarship on the formation of waka studies in the long twelfth century, due to the
inestimable number of secondary sources in Japanese on the subject, covering virtually every

aspect of literary texts (and even every edition of particular texts), poetry events, and their

18. Borgen (1995), p. 358.

19. R RN BGASE - BURSEBGA See, for instance, Motoki, pp. 15-29, and Mikawa (2006).
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authors and participants, a comprehensive summary cannot be provided here. However,
regarding certain texts and authors’ names mentioned in the bibliographical catalogue, “Koseki

kasho mokuroku” (d7FE#E H #%, “An Old Manuscript Catalogue of Books on Waka”), the

complete annotated translation of which I provide in Appendix I, I refer to noteworthy
scholarship in my annotations to the catalogue. Also in the bibliography, I provide a complete
list of primary sources of kagaku texts, such as waka anthologies and treatises from the twelfth
century, with multiple editions by different modern commentators.

In sum, few modern Japanese scholars have attempted to construct an intellectual history
of insei Japan by means of close textual analyses of both kangaku and kagaku discourses. The
work that comes closest to the scope of the present study is Konishi Jin’ichi’s (1915-2007) three-
volume study of Kukai’s kanshi treatise, Bunkyo hifuron (Discussion of the Treasury of Literary
Models, 6 vols., ca. 809-20). In the second volume of this study, Konishi gives comparative

analyses of the historical developments of “kanshi maladies” (;~Fv4, shibyo) and “waka
maladies” (#KJid, kabyo) in Japan, even including the latter’s far-reaching influence on medieval
renga (K, linked-verse).?

Even more pertinent to the present study is Konishi’s book, Michi—chiisei no rinen
9921

(1975), wherein he calls michi a “central principle that forms the core of a particular epoch.

This book offers a somewhat dry narrative history of the literary arts (3252, bungei-shi) in

Japan’s Middle Ages ("F{H, chiisei)-the period between the late twelfth through the mid-

20. Konishi (1951), pp. 22-123.

21. KR Z T T % HDBE. Konishi (1975), p. 13. See also Noel Pinnington’s reading of Konishi’s
monograph. Pinnington, pp. 15-17.



19

sixteenth centuries, as he defines it. Still, his understanding of the twelfth century as “a period

9922

during which criticism flourished, something quite unusual for Japan”* and ““a time which

witnessed the early stages of the formation of the concept of michi”* is incisive. Because |
consider michi to be a historical construct of the Kidendd academicians of the ninth through
eleventh centuries, I disagree with Konishi’s view that it was formulated as late as the twelfth
century. However, his theory of michi as “something materialized through specialization,

heredity, standardization, universality and authority”*

proves highly insightful, even in
examining the nature of kangaku scholarship in pre-twelfth-century Japan.

The literary scholar Kawahira Hitoshi (1947-2006) further developed Konishi’s theory of

michi in his article, “Kagaku to kado” (Fk% & #KiE, 1989), in which he examines interacting

M

tendencies in the history of kagaku and kado (#Kit, the Way of Waka).” Narrowly defining

kagaku as “analytical or comprehensive academic studies on waka,”*

or more broadly as “all
theories of waka, including so called karon—compositional principles of waka,”?” Kawahira

points out that unlike Western poetics, which in his mind is epitomized by Aristotle but not by

other important literary figures such as Horace, kagaku is always presented through the

22. 1 2HALIBHA L LTS LSRR Z KT H 5, Ibid,, p. 25.
23 BOHEDTER I N T OBBIEEZ 6 1 2L EZEZTEIA L2 A9, Ihid, p. 18.
24, B - fRORYE - i - RN - MEEEFEE E$ 5 TE) L Ibid, p. 15.

25. Originally published in the journal Kokubungaku kaishaku to kyozai no kenkyi, vol. 34-12 (1989):
66-73. This article is included in his collection of articles, Chiisei waka ron (P ARG, 2003).

26. FIEHRZ X R & 200 S 2\ IZARFIRT 72 2228, Kawahira, p. 814.

27. BIEBGER L LCOWbW 2 lGHZ &, FIICEE 3 2 B X C. Ibid.
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perspective of waka poets. In Kawahira’s view, Aristotle’s poetics, for instance, is characterized
by the “tendency to objectify and academically scrutinize ‘every detail’ regarding poetry.”*
Noting that such approach was rare among waka poets, he acknowledges that certain
objectification of waka composition took place in the mid- to the late twelfth century, thus
echoing Konishi’s assessment of the insei period as an age during which “criticism flourished.”
In contrast to his detailed exposition of kagaku, Kawahira somewhat hastily ascribes his
own analytical thinking to Shunzei’s understanding of the term michi. By pointing out how

Shunzei repeatedly refers to the term in his preface to the seventh imperial anthology of waka,

Senzai wakashii (F-#HIHKEE, Collection of Japanese Poems for Thousands Years, 1183),

Kawahira argues that although he primarily conceived of michi “in association with Japanese and
Chinese poetry and prose writings, Shunzei also envisioned it from the viewpoint of

‘literature’ (3X),” which transcends the individual frameworks of Japanese and Chinese

literature.” Kawahira also presumes that although Shunzei was a waka poet, he was cognizant of
the “more universal [role of] linguistic representation or poésie.”” Whether Shunzei himself
conceived of poetry in such metaphysical terms, which lie beyond the comfort zone of kagaku, is
highly questionable. Nevertheless, Kawahira’s notion that the term michi embodies “certain

frameworks of intellectual history” (JEAH 52 Y15 5¢) is important, and the present study also

aspires to use the term in this manner.

BALOUCD TB5WHH) 2 HGL L TEIGIRE 2 5 & T 5 B Tbid.

20 IPEDFFL &Mz, Lardbzno 2z A\ T30 oXuz BB Z5RTcR s nTw»
%, Ibid., p. 815.

30. X D EROBERIAD 20IFE (Fy—) 2Ho90 585, Ibid.
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Despite the importance of the insei period in both the social and literary histories of
Japan, surprisingly few studies have been published in English. Although some studies of
individual texts, poets, poetry events, and compositional techniques of waka from Japan’s long
twelfth century exist,” there are no book-length studies on the literary production of this period
with the exception of Robert Huey’s The Making of Shinkokinshii (2002). Likewise, except for
Helen McCullough’s translation of the Okagami, and annotated translations of relatively short
waka treatises written at the turn of the thirteenth century by Shinkokinshii poets, such as
Fujiwara no Teika and Retired Emperor GoToba,* complete translations of key literary works
from the insei period are still unavailable in English. (The eleventh century literary anthology
Honcho monzui also remains untranslated.) Because of these lacunae, I try to provide
translations of compositions and passages from these texts, whenever they relate to my
arguments.

Finally, Robert Brower and Earl Miner’s venerable Japanese Court Poetry (1961)

deserves mention here. This book, dedicated to Konishi Jin’ichi, contains an extensive chapter

31. For example, Katd (1968) introduces Kamo no Chomei’s (f51HH, 11552-1216) waka treatise,
Mumyosho (HE441Y, Nameless Notes, ca. 1211-16). Shirane (1990) examines Shunzei’s poetics from the
viewpoint of intertextuality. Bialock (1994) expounds on the compositional technique of honka dori (4=
HKHY, allusive variations), through close textual analyses of many poems from the Shinkokinshii. Edward

Kamen’s book, Utamakura, Allusion, and Intertextuality in Traditional Japanese Poetry (1997), examines
evolutional usages of the two poetic terms (#KiE) of Natorigawa (441 & 1 )11, Natori River)-a poetic place

name ({KML, utamakura), and umore gi 324 UK, “a buried tree”), through interpretations of numerous
poems from the Man 'yéshii through Shoku gosen wakashii (%B1SS, 1248). Over the course of his

historical survey, Kamens discusses quite a few poems composed by pivotal twelfth-century figures,
including Oe no Masafusa’s waka composed at the Horikawa hyakushu (J&77 5 &, ca. 1105) and

Fujiwara Shunzei’s poem from his personal collection, Choshii eisé (JFK#ki&). (Kamens, pp. 79-82.)

32. See for example, Brower (1972, 1985), Brower and Miner (1967), and Bundy (1994).
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on the long twelfth century (in their definition, 1100-1241), which the authors call “the mid-
classical period.” This periodization is problematic, because in most Japanese scholarship on

both social and literary historiography, “Middle Classical” ({7, chitko) refers to the pre-insei

segment of the Heian period (794-1185), namely, the ninth through eleventh centuries.
Therefore, calling the twelfth century—the dawn of the “medieval” (chiisei) period, according to
Konishi Jin’ichi and others—‘Mid-classical” is not only misleading, but erroneous.

Moreover, Brower and Miner’s inclusion of the twelfth century in Japan’s “classical”
period reflects the idiosyncratic view that after all, waka is Japanese “court poetry,” as opposed
to “traditional” or “classical” poetry.” In other words, Brower and Miner view the “medieval”
period as contiguous with the age of warriors (according to them, after 1350) which, in the
aftermath of the division of the imperial house into the Northern and Southern courts in 1336,
witnessed “[t]he final breakdown of the Court government” and consequently “the final decline
of the Court tradition,” including that of waka.** However, this view is hardly acceptable today
because neither the history of waka nor the institution of the imperial household suffered its
“final breakdown” in the mid-fourteenth century.”® One may argue that Brower and Miner’s
chronology only concerns the stylistic evolution (and devolution) of waka, thus enabling it to be

examined apart from social history. This raises the question of whether a literary history of waka

33. For instance, Steven Carter’s 1991 anthology of waka refers to waka as “traditional Japanese poetry”
as the title of the book suggests, whereas Shirane’s 2007 anthology of traditional Japanese literature calls
waka “classical poetry.” Carter (1991) and Shirane (2007), p. 1186.

34. Brower and Miner (1961), p. 413.

35. For a recent study of waka from the mid-fourteenth through the mid-nineteenth century, including the
discussion of waka’s evolution into modern “tanka” (¥3#K, “short poems”), see Suzuki and Suzuki (2011),

pp. 143-234.
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can exist in a vacuum, solely comprised of assessments of “the esthetic of the age” and “poetic
techniques and meanings.”® Furthermore, the epithet “Japanese court poetry” is problematic
because essentially, kanshi was also a mode of court poetry in Japan. Like waka, kanshi
continued to be composed by educated members of both aristocratic and non-aristocratic circles
even after the decline of Kidendo (e.g. after a brief revival among Zen monks at the Five

Mountain 71111 monasteries in Kyoto in the fourteenth century, kanshi composition thrived

throughout the Edo period [1603-1867] and even into the modern period).

Nevertheless, Brower and Miner’s chapter on the long twelfth century remains the most
detailed and comprehensive study of the subject in English today. In particular, their reference to
“an idea of poetry as a ‘way of life” (michi)*" has a critical vigor that is rare in recent
scholarship:

Theoretically at least, a farmer who pursued his way of life wholeheartedly,
a shopkeeper who sold honest goods, and a poet who gave himself up to
his art were all faithful adherents to their separate “ways.” But poetry had
a longer tradition, was more articulate, and was felt to be inherently
superior to many other vocations.™

The present study does not support Brower and Miner’s judgment that the Way of poetry
was “superior to many other vocations.” However, their intuitive observation that ultimately,

13

michi (in their translation, “ways of life”’) refers to an individual’s “wholehearted” and selfless
pursuit of the arts and the professions coincides with my understanding of michi as a highly

idealized “way of life” guided by the principle of suki (poetic passion), itself a byproduct of the

36. Ibid, p. 231.
37. Ibid., p. 234.

38. Ibid.
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transformation of Kidendo-centered Chinese studies to that of waka studies, and the

psychological link between the two poetic traditions.

4. Outline

This dissertation consists of three parts. Part One examines the Chinese and Japanese
poetic traditions before the twelfth century. Chapter One examines some of the most memorable
anecdotes about the academician Oe no Masahira (952-1012) and his wife, the waka poet

Akazome Emon (ZR 44", active 1041) in the Konjaku monogatari shii (ca. 1120), and affirm

that in the early twelfth century, waka (as opposed to other literary and artistic activities, such as
the composition of kanshi and musical performance) was not yet considered a Way, something to
be studied and pursued rigorously.

Chapter Two analyzes the Honché monzui and various kanbun compositions featured
therein. Prose writings by literati are pertinent to the present study because they provide first-
hand insight into the socio-political realities of the pre-twelfth century Kidendo scholar-officials,
some of whom, like their Chinese predecessors, rejected the State Academy and officialdom and

became recluses or Buddhist monks. Particular attention will be paid to the literary genre (3CA)
of “kanshi prefaces” (#F/¥, shijo), including the Chinese preface to the Kokinshii.

Chapter Three examines the poetic tradition of Japanese vernacular literature before the
twelfth century. I will reintroduce the Chinese preface to the Kokinshii from the viewpoint of a
literary history of waka, by comparing it to both its predecessor, the preface to the waka treatise

in Chinese, Kakyo hyoshiki (REEHEZX, Basic Rules of Waka, 7727), as well as its counterpart,
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the Japanese preface to the Kokinshii. Moreover, I argue that Noin, formerly a student in the
Kidendd curriculum, was a pivotal figure who bridged the kangaku and waka traditions. I
demonstrate this by analyzing Noin’s preface to his private collection of waka, in which he
expresses his desire for public acknowledgment of his skill and passion in the composition of
waka.

Part Two examines the life and works of Oe no Masafusa. Chapter Four provides a
biographical study of Masafusa, a pivotal figure in the consolidation of administrations by retired

emperors. Drawing largely on his autobiographical essay, “Bonen no ki” (E:4F5L, “A Record of

My Twilight Years,” ca. 1099), originally a kanshi preface attached to the no-longer extant
collection of his Chinese poems, I compare his successful official career with the political
misfortunes of his ancestors, whose compositions are featured in the Honcho monzui. By
analyzing Masafusa’s statement that “the moon and the wind” (composition in Chinese) was his

“slave” (BU#k), with which he served his patrons as their spokesperson, I argue that Masafusa

was acutely aware that academicians no longer made use of their specialized knowledge of the
Chinese Classics and skill in Chinese composition for the realization of the Confucian ideal of

“building state through literary enterprise” (L EEAEE, bunsho keikoku).

Chapter Five focuses on Masafusa’s Buddhist hagiography, Zoku honcho ojoden, and
analyzes the ways in which he recorded the decline of Kidendd and the historical role his family
played in pre-twelfth century Chinese studies, through the glorification of some of his ancestors.

I also discuss the unique reception of Masafusa’s kanbun diary, Goki (YI.5t., Oe’s Diary), the

wide circulation of which among courtiers before and after Masafusa’s death indicates the
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dissolution of the Oe clan as one of the leading kangaku households in the early twelfth century.
Beginning in the twelfth century, courtiers’ kanbun diaries were normally transmitted from one
generation to the next within aristocratic families, but the reception of Masafusa’s diary does not
follow this pattern. I also analyze Masafusa’s encomium to his first imperial patron, Emperor
GoSanjo, and discuss how Masafusa set a precedent by regarding GoSanjo as a sagacious ruler
because of his mastery of the Chinese Classics.

In Chapter Six, [ analyze Masafusa’s central role in the dissemination of setsuwa in
medieval Japan. As best exemplified in the Honcho monzui, before the twelfth century, Kidendd
academicians expressed themselves through Sino-Japanese compositions in various literary
genres (buntai). Often pragmatic, these scholars nevertheless aspired to compose musically and
visually exquisite prose and verse. However, beginning in the twelfth century, another mode of
expression, or “literary genre,” in the modern sense, became prevalent in literary texts produced
by the Japanese aristocracy: anecdotal narratives (setsuwa). Containing biographical details
about poets and scholars from the past, the majority of setsuwa narratives were written during the
insei period. Although Masafusa’s Godansho (Notes on Dialogues with Oe Masafusa, ca.
1107-1111) is a collection of his spoken discourse, recorded by an interlocutor, and thus
technically speaking not Masafusa’s own writing, it contains numerous tales, slightly modified
versions of which were included in other setsuwa collections, such as the Konjaku monogatari
shii. Relying upon the oldest extant manuscript of the Godanshé, the Kanda Recension (ffi A,
1111-15), I examine how Masafusa’s colorful anecdotes about Emperor Daigo and his son
Emperor Murakami, and their personal interaction with Kidendo scholars such as Sugawara

Fumitoki, became a prototype for subsequent medieval setsuwa discourse, with their nostalgic



portrayals of individuals who demonstrate a “passion” (suki) for literary and other aesthetic
activities.

Part Three examines how the study of waka became a new scholarly pursuit in the
twelfth century. Chapter Seven introduces Minamoto no Toshiyori’s (1055?7-11297?)
poetry treatise, Toshiyori zuind (Toshiyori's Principles of Waka, ca. 1111-15), which
contains his commentary on ancient poetic diction from the Man 'yoshii, the Kokinshii and
other waka anthologies, as well as a number of orally transmitted teachings of historical
poets and their lives and works. By focusing on one of the most eccentric passages in the
book, concerning the ancient expression, “a man who picked bitter herbs” (seri tsumishi
hito), 1 discuss how Toshiyori enlivened the otherwise obsolete phrase in the memory of
his contemporary readers, while entertaining them with this bizarre anecdotal narrative.

Chapter Eight examines the formation of waka studies (#K’f, kagaku) as household
studies (¥, kagaku). 1 will first examine how Fujiwara no Akisue invented the rite of
Hitomaro eigu (NJE 5L, “An Offering to Hitomaro’s Portrait”), inspired by the bi-
annual ceremony at the State Academy, the sekiten (FUEZ, “Offering to Confucius”). By

consigning the portrait of Hitomato used in the ceremony, and the privilege of conducting
the Hitomaro eigu exclusively to his son, Akisue established the tradition of waka studies
as a family profession for the first time in Japanese history. I also examine the kangaku

scholar Fujiwara no Atsumitsu’ (/515501, 1063-1144, Akihira’s son) personal

involvement in Akisue’s waka rite, as well as the fundamentally different attitudes toward

the composition of waka demonstrated by Akisue and Minamoto Toshiyori on the

27
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occasion. The second half of this chapter examines the ways in which both Akisue’s and
Toshiyori’s approaches to waka were further developed in the philological activities of
Fujiwara no Kiyosuke of the Rokujo school and Fujiwara no Shunzei of the Mikohidari
school.

In Chapter Nine, I attempt to substantiate my view that by the 1170s, the practice of waka
had become a scholarly activity among Japanese courtiers; I seek material evidence for this in
the “Koseki kasho mokuroku” (“An Old Manuscript Catalogue of Books on Waka”).
Bibliographically speaking, the “Kasho mokuroku” is a highly unstable text, because neither an
urtext nor copies made before the Edo period exist. I rely mainly on the modern historian Ota
Shojird’s print edition provided in his influential article “Sokashoshi shosai ‘Koseki kasho

mokuroku’” ( "ZHEHE ) T T BEHGE Hik, , < An Old Manuscript Catalogue of Books

on Waka’ in Maeda Tsunanori’s Japanese and Chinese Bibliography,” 1954). 1discuss the
significance of this catalogue, assuming that it was compiled under the auspices of Shukaku

Hosshinnd (~F57581 1, 1150-1202), the son of Retired Emperor GoShirakawa (£ [ K &,
1127-92, r. 1155-58) and the chief priest at Ninnaji ({ -f15F) in Kyoto. In particular, I draw

attention to the fact that major exegetical works of the Rokujo and Mikohidari schools are
equally represented in the catalogue. I argue that the comprehensiveness of the “Kasho
mokuroku” not only attests to the fruition of kagaku with its own literary history in the late
twelfth century, but also epitomizes the seemingly obsessive practice of gathering historical
information and writing commentaries on historical matter, among scholar-poets during the insei
period, or Japan’s long twelfth century. Appendix I contains a translation of the catalogue in its

entirety with annotations. Appendix II lists modern Japanese bibliographical studies of insei
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texts, based on Ota’s attribution of the Kasho mokuroku to Shukaku.

In sum, the present study proposes a new intellectual history of Japan in the Heian period
by tracing the concept of Way as it evolved from the Chinese studies curriculum at the State
Academy to an aesthetic “way of life,” characterized by the rigorous, yet spontaneous pursuit of
literature and art. The Kidendd curriculum first served to train candidates for the examinations
that would qualify them for a career in the imperial bureaucracy. However, as the administrative
function of the centralized state weakened during the insei period, the Academy’s prestige as a
center for literary activity gradually diminished. As if to fill this intellectual vacuum, the study
of waka emerged in the second half of the twelfth century and shifted the focus of study from the
Chinese Classics to Japan’s own ancient customs, thus forming a foundation for the cultural
identity of medieval Japan.

On the one hand, the demise of Kidendd was inevitable because the Sugawara and Oe

academicians’ professionalization of kanshi composition as their exclusive “family treasure” (5
&, kashi) was antithetical to the fundamentally individualistic and psychological nature of

poetry. On the other hand, after the twelfth century, medieval waka studies grew in importance
through the hereditary transmission of esoteric interpretations of the waka canon, symbolized by
the splitting of the Mikohidari school into three individual traditions, each initiated by a
grandson of Fujiwara no Teika. In the twelfth century, poet-scholars attempted to overcome the
contradiction between their hereditary claim to the legacy of waka, and their rediscovery of waka
as a form of “poetry” and a means of self-expression, by developing the quasi-romantic notion of

suki, and by valorizing those individuals who devoted their lives to the cultivation of poetic
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refinement. The literary genre of setsuwa served as a medium for disseminating historical
knowledge about such exemplary individuals.

By introducing literary texts hitherto unexplored in English, the present study attempts to
provide a foundation for the interdisciplinary study of insei Japan. In particular, by analyzing
texts in seemingly heterogeneous literary (and non-literary) genres—Sino-Japanese verse and
prose writings, kanbun diaries, Buddhist hagiographies, vernacular history, waka poems, treatises
and commentaries—I will illustrate the wide range of philological activities and their meaning in

twelfth century Japan.
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Chapter One

Searching for the Way of Waka in the Imakagami and the Konjaku monogatarishii

Introduction

One of the common features of insei studies, both in social and literary history, is the use
of primary texts from the insei period as the main source of information. While such texts can be
regarded as authentic witnesses of the age, we tend to forget that they also construct the period

they describe in an arbitrary manner. The historical narrative Ima kagami (% i, Mirror of the
Present, ca. 1174-75) is one of the most accessible insei texts, often cited uncritically or taken at
face value by modern scholars. In this chapter, I first examine how the Imakagami, written in
vernacular Japanese by the waka poet Jakuchd (F{#8, ?- 11877), nostalgically reconstructs the
reigns of Emperors GoSanjo (2 =&K&, r. 1068-72, 1034-73) and Shirakawa (71 K&, r.
1072-86, 1053-1129) as periods that saw the revival of kangaku studies. I then turn to the
setsuwa collection, Konjaku monogatarishii (5 EYIRESE, Collection of Tales of from Times Now
Past, author unknown, ca. 1120) and discuss how it differentiates the composition of waka from
michi (38, “ways”), which refer to literary and scholarly pursuits. Questioning the significance
of the Konjaku’s avoidance of calling waka a “Way,” | examine how the text conceives of waka
primarily as a Japanese “custom” (JE\{#}, fiizoku), something to be practiced by all members of
society as a means of harmonizing interpersonal relationships. In so doing, I confirm that in the
1120s, waka was not yet considered a “Way.” Only by observing how male intellectuals in the

early twelfth century, represented by the Konjaku editor, differentiated waka from kanshi, can we
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understand why, half-a-century later, the author of the Imakagami portrayed GoSanjo and
Shirakawa’s reigns as an age when the composition of kanshi was considered a key in attaining

promotions in the state bureaucracy.

1. Michi and the Literary Arts in the Imakagami
Regarding the medieval notion of art, the definition proposed by the German literary
scholar, Ernst Robert Curtius (1886-1956), in his survey of the liberal arts and education in the
European Middle Ages, proves insightful:
The concept of art must be rigorously distinguished from “art” in the
modern sense. It means “branch of learning”—that is, “—logy,” as that
suffix is used in such words as “theology.” Antique etymology connected
the word with artus “strait”; the artes enclose all things in “strait” rules.'
Although in medieval Japan there was no ready equivalent to the seven European liberal
arts—grammar, rhetoric, dialectic, arithmetic, geometry, music and astronomy, or to the concepts
of trivium’ and quadruvium,’ Curtius’ definition of art as a “narrowed down” discipline or

specialized field of study, appears strikingly similar to the Japanese notion of michi (i, “way”).

The Imagakami, for instance, recounts the emergence of a scholastic approach to Buddhism

during the reign of Emperor GoSanjo:

1. Curtius., pp. 37-38.
2. Trivium (Lat. “three paths”): grammar, rhetoric, and dialectic

3. Quadruvium (Lat. “four paths”): arithmetic, geometry, music and astronomy.
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Dispatching the governors, consultants and deputies of the Six Watches to
the Ceremony of Releasing Animals (hojoe I4:23) at Iwashimizu Temple

was also initiated during [GoSanjo’s] reign. Regarding the Way of
Buddhism (hotoke no michi, lit. “the Way of Buddha”), henceforth a
number of scholastic approaches (makotoshiki michi) came into being.
GoSanj6 also initiated a lectureship for the Dual Ceremonies [of the Lotus
Sutra and of the Golden Light Sutra] at Enshii Temple. Priests known for
their excellence in Chinese scholarship (zae ) attained high positions in

Mount Hiei and at Mii Temple, and profound teachings (fukaki michi) [of
Buddhism] were spread far and wide.

AEKDBAERIT, A - S - 5O TR LTI EH[sSSH
b, COMKFEDIBED, ADBEDIEFIFZNLNDZ, 2L
FHBIIBI DT 2HE L% 5, RO 2O E D EiE 0
Tl =HSE FEEERE, RS DIFD, HEELVAED
5570,

In this passage, michi denotes multiple aspects of Buddhist practice during GoSanjo’s
reign at the end of the eleventh century. First, it is used as a general reference to the “field” of
Buddhism (hotoke no michi), namely Buddhist practices. Secondly, it designates “various
scholastic approaches” (makotoshiki michi) to Buddhism. Thirdly, and most figuratively, it
indicates “a profound way of life” (fukaki michi), translated above as “profound teachings [of
Buddhism].” Especially in its primary and secondary sense, michi is analogous to Curtius’
definition of “art” (“strait, discipline”) in the European Middle Ages. However, in its third
meaning, the pattern of thinking in which a “way of living” is implicitly identified with a
particular body of knowledge (in this case Buddhist teachings), michi is fundamentally different

from the Western notion of “art.” Most importantly, in this passage from the Imakagami, the

4. From the chapter “Offerings” (Tamuke). Takehana, vol. 1, p. 212.
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emergence of new critical studies of Buddhism under GoSanjo’s reign is closely associated with

Buddhist practitioners’ learning in Chinese studies (', zae).

The following anecdote, also from the Imakagami section on GoSanj0, attests to the point
that familiarity with the Chinese Classics was considered a prerequisite, even for Buddhist

monks, for gaining the personal trust of Emperor GoSanjo:

Emperor GoSanjo had accumulated profound knowledge of Buddhism
(“Way of Dharma”) since the time he was crown prince many years ago.
The following conversation took place when one Abbot Shohan made a
visit to the sovereign:

[GoSanjd]: “Please bring me a Buddhist monk, who is knowledgeable
about the teachings of both esoteric Shingon (lit. “mantras’) and exoteric
Tendai (lit. “contemplative”) Buddhism, and also well versed in secular
literature. I don’t know anyone of this kind, whom I can personally trust.”

[Priest Shohan]: “Because it is normal [for a monk] to study both exoteric
and esoteric teachings, there are many [who can be relied upon for their
expert knowledge of these subjects]. However, those who are well versed
in the Chinese Classics are rare. This being said, I will search for
someone.”

Thus saying, Shohan returned home; and [in the mean time] a monk called
Yakuchi was sent [...]

H,HTOEICBIELELLRLD, HoEZ OHESMALDED
J0., BBHEEEWSASDHEAD TSI, TESIEBFHRQE O
S, HoFDLMF oL~ ALTEON, IHZREMD, B
DOMGFEAT- 2037 Z12) e osniduE, THEEHNR: S

. WOHFHICT, LMD, FOHFOLMDL2HIZ2H 0k
(2N, I2ITTH, FRTHEFSGT, & T, Wh T, BE LW
SMEEZFLTEONIT BT

5. Takehana, vol. 1, pp. 229-230.
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From this passage we learn that the promotion of Buddhist “priests known for their
excellence in Chinese scholarship” during GoSanjd’s reign was not a matter of coincidence but
rather was due to a policy promoted by the ruler himself. The author of the Ima kagami does not
explain why, but consistently depicts GoSanjo as a learned sovereign, who cared about “Chinese
literature” (kara no fumi) to the extent that he expected certain familiarity with it from Buddhist

priests, who were usually not associated with “secular” ({f¥, zoku) literature.

Such an unorthodox religious view could have also existed in medieval Europe, where
the literary arts were founded upon the two pillars of the patristic and the secular traditions, with

the school curriculum consisting of both “Christian” and “pagan” works.® Similar to the way in

which students at cathedral schools and universities in the European Middle Ages studied
classical Latin authors (despite their paganism) in order to enhance their proficiency in the Latin
language, the Chinese Classics, including Confucian and Daoist literature, were referred to as

“Non-Buddhistic Scriptures” (#MIL, geten), but were still an integral part of Buddhist pedagogy
in pre-modern Japan, because most of the “Buddhist scriptures” (WYL, naiten or BHHLL seiten)

were written in classical Chinese and training in that language was considered indispensable.”

2. The Glorification of Excellence in Chinese Studies (zae) in the [ma kagami

6. For details, see Curtius, pp. 39-42, 49-54.
7. For instance, Peter Kornicki mentions that as early as the eighth century, a bibliographical catalogue
from the Shosdin treasure repository (IEE Bt H %, 748) contained 128 Buddhist texts and 42 secular

Chinese texts, that could be classified into the four categories: literature, politics, military affairs, and
medicine. (Kornicki, pp. 416-7.)
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Regarding the two passages from the Ima kagami quoted above, however, it is important
to note that the image of Emperor GoSanjo as a learned scholar who demanded high literary
standards even from Buddhist priests, was retrospectively constructed by the book’s author

Jakucho (B, ?- 1187?), also known as Fujiwara no Tametsune (i 25%5) before taking the

tonsure in 1143. Jakuchd spent most of his life as a middle-ranking court official and was a
devoted waka poet. After he took the Buddhist vows, his wife remarried Fujiwara no Shunzei,
and the couple gave birth to Teika and other children. However, Jakucho was not a member of
an elite Buddhist establishment such as Mount Hiei or Mii Temple, nor was he an accomplished
scholar of Chinese literature. In fact, he may have depicted GoSanjo’s enthusiasm for classical
literature in a favorable light because in the 1170s, neither he nor his patron were competent in
that subject. Jakuchd’s praise for Chinese learning vis-a-vis other skills, such as waka
composition, is most dramatically depicted in the following anecdote from the chapter “Bays and

Shores Without Fishing Activity” (#J ) & &jfi % ) of the Imakagami:

During the emperor’s [ Shirakawa] reign, there were many instances in
which various customs of the past were revived. With regard to the
appointment of officials, the emperor adhered to his own principles, and
conducted it in a highly disciplined manner. At the time, there was a man
called Akisue, the Director of Upkeep of the Rokujo, who enjoyed a fine
reputation. A doctor of letters, whose name was Atsumitsu,® said to him:

“Why haven’t you become a Consultant? There are seven ways to obtain
the post. Most importantly, you already hold the third rank. Also,
according to some sources, those who have governed five provinces [in the
course of their carer] are entitled [to become a Consultant].”

8. Fujiwara no Atsumitsu (i 201, 1062-1144), the Doctor of Letters.
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Akisue replied: “I also thought that was so, and asked for Retired Emperor
Shirakawa’s opinion, but he said: ‘That [standard] only applies to those
who have skill in Chinese composition.” I was not able to comment upon
this and did not pursue the issue any further.”

Also, regarding the Counselor named Akitaka, who was known as
“Chancellor of the Night,” [when he still held an undistinguished post],
Shirakawa made the following comment: “I would like to promote him to
Controller, but how can I appoint someone who does not compose Chinese
poems [to this post]? Only those who compose regulated verse [liishi] can
become a Controller.”

Akitaka was greatly inspired by this and became an enthusiastic
practitioner [of Chinese literature].

ZOMRE, BB IEHLAI LIRELEY L, ADE (Oh
) RERIEHSFED, LLHHT, ZRBPTLLAITHIIE
DD, NEDBHAKERELWOLA, HICBIFZICTBIREL
I, Btk wo Lo, T CBIZSEMHICIE R SRz haZ, 5
HIce 2813 EOf5 %0, Fic, ZMic8IEFTOD, £/, AlH
BN 22E 2R EE0TUE, THEFES, X
BOT, flRAEE D) LrE, TZndPELSINDILRD
cpEgon L2, H3IZH KIXTIEAICE ) EZFIENFED 1T

%, i, BEOHNE E O LA, HICIEROBEAREBZ Z L
b, T I3y LRSI, FFo 6TV 6T, PUEHE
WOKBHEIZ, FICiE iy s nT U, BE ALY
TonFh, v

The above-mentioned Fujiwara no Akisue (/i #H2%, 1055-1123), whom Emperor
Shirakawa considered unqualified to become a Consultant (sangi Zi#%), despite his prominent

status (Third Rank) and abundant experience as a provincial governor, was a renowned waka

9. Fujiwara no Akitaka (J&&J5BEF%, 1070-1129) was nicknamed the “Chancellor of the Night,” because

even though he was not formally a Chancellor (kanpaku), he visited Shirakawa “every night” as the
master of the retired emperor’s household (in-no-tsukasa) and exerted immense power as Shirakawa’s
personal aide.

10. Takebana, vol. 1, pp. 269-270.
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poet, who founded the Rokujo school of waka.!! Thus it is hard to imagine that this passage was

written by Tametsune—a waka poet—without an element of self-deprecation (as a waka poet vis-a-
vis kanshi poet) on his part. In the second half of the twelfth century, there was a fierce rivalry

between the Mikohidari (fil-/) school of waka, represented by Fujiwara no Shunzei (& {2
JX, 1114-1204), the person to whom Jakuchd entrusted his wife after taking the tonsure, and the
Rokujd school of waka. Jakuchd’s animosity toward Fujiwara no Akisuke (Ji#)5 BHifif,

1090-1155, Akisue’s son), was so strong that he compiled a waka anthology provocatively titled
Goyoshii (1R IEEE, After the Florilegium, ca. 1155-56), shortly after Akisue had compiled the
sixth imperial anthology of waka, Shika wakashii (FA{ERIEREE, The Florilegium, 1151-54).12
Therefore, one may argue that in the passage above from the Imakagami, Jakuchd was simply
attempting to demean his rival’s father, rather than denouncing waka composition in general as
an unworthy pursuit vis-a-vis Chinese literature.

However, it is unquestionable that the Imakagami depicts Emperor Shirakawa as
believing that public servants unskilled in Chinese composition were not entitled to key positions
at the imperial court, such as Consultant, of which there were normally eight, ranked

immediately below Junior Counselors (N5, shonagon), and Junior Controllers (/NFT,

shoben), who handled official documents. Shirakawa’s strictness in this matter is significant

considering his close relationship with Akisue, who as the son of Shirakawa’s wet nurse,

11. For my discussion of Akisue and his founding of Roku;jd school of waka, see Chapter 8.

12. Waka bungaku jiten, under “Jakuchd £{,” p. 298.
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Fujiwara no Chikako (811, 1021-93),'3 became one of Shirakawa’s personal confidants
GEEE, kinshin)."* Historians, both medieval and contemporary, under the influence of the

Imakagami passage cited above, often contrast Akisue the “upstart” with more “talented”
scholar-officials who attained social prominence through meritocracy, such as Oe no Masafusa.
However, few have analyzed the passage critically in light of the rivalry between the author of
the Imakagami and Akisuke’s offspring. In either case, the issue here is why GoSanjo and
Shirakawa’s reigns are retrospectively associated with the explicit respect for the study of

classical Chinese literature.

3. Michi in the Konjaku monogatarishii

Like the Imakagami, the Konjaku monogatarishii lists an array of “fields” both within
and outside of Buddhism, through the formulaic use of the word michi: “[the field of]

Buddhism” ({A / i - £ / iB), “orthodox and esoteric Buddhism” (BH% / i8), “esoteric
Buddhism” (lit. “the way of mantra”, 55 / i,) “yin-yang practice” (2% / i8),
“divination” (] D Jf), “Chinese composition” (X F / i#), “instrumental music” (&1% / i),

“military affairs” (J¢ / 1), “martial arts” (#{Z5 / i&), and “archery” (7 i / i&).'

13. Chikako eventually received the prestigious Second Rank, although she was the daughter of a
“plebeian” (M T, jige) courtier, as opposed to that of a “privy gentleman” (& L\, tenjobito).

14. After serving as Chamberlain (J&X A\, k76do) and Master of the Retired Emperor’s Household (B4,
in bettd), Akisue was appointed to Commissioner of Upkeep (BB KK, suri taifi) in 1094. Akisuke also

served as Governor in Sanuki, Tanba, Owari, Iyo, Harima and Mimasaka provinces. He received the
Third Rank (lower grade) in 1104, the Third Rank (upper grade) in 1108. For a biography of Akisue, see
Kawakami, pp. 974-992.

15. 1L/ 38 (SNKBT 36, pp. 94, 149); 3% / i (p. 66); 153/ 38 (p. 273); TA% / iE (p.360); H 5 /&
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Anecdotes about individuals who excelled in these disciplines are collected in Book 24 of

the Konjaku monogatari shii (below, Konjaku), titled “Secular Tales from Japan” (ARFAYHAR).

Twenty-seven tales pertaining to waka also appear in this section, but oddly, the phrase, waka no

michi (F1HR / i) never appears. Why is waka differentiated from the other artistic pursuits?

Was waka considered unremarkable, or not respectable enough to be called a “Way?” Judging
from the number of tales about waka poets (twenty-seven out of a total of fifty-seven in this
section of the Konjaku), it is evident that the anonymous compiler of the Konjaku regards waka
as a major part of Japanese “secular” culture. Book 24 also includes tales on other activities such

as “craft making” (ffl T, saiku), “pounding textiles” (14, uchimono) and “the game of go” (%,
go), and practitioners such as “painters” (¥zHili, eshi), “medical doctors” (EEHill, ishi) and “fortune
tellers” (FH A\, sénin), whose specialties are not necessarily called the “Ways.” However,

because these miscellaneous activities are represented only by a handful of examples, their
importance as attributes of Japanese secular culture is much less significant.

One might also argue that waka was not as “serious” a practice as other activities,
because the Konjaku editor emphasizes the fundamentally performative, rather than scholarly
aspect of waka—poems to be composed, recited, exchanged and appreciated spontaneously, rather
than texts to be studied. However, because the Konjaku applies the term “Ways” (michi) to even
more strictly performative activities, such as playing musical instruments, martial arts and
archery, the exclusion of waka from the category of “Way” on account of its seemingly less

academic style of practice is not convincing.

(p. 363); F=B5 / 3 (pp. 112, 179); BLOWE (pp. 424, 427); 3L FL / 8 (pp. 472, 475); i / i (pp. 384,
427,428, 430); ££ / 38 (pp. 117, 121, 495, 516, 517); i35/ 3 (p. 43); S/ 3 (pp. 131, 490).
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Rather, I believe that the Konjaku editor differentiated the composition of waka from
other culturally and intellectually notable activities because of its egalitarianism. In short, waka
was distinguished from the other artistic and scholarly pursuits, because mediated through the
vernacular Japanese language, as opposed to classical Chinese, it was accessible to both men and
women of all social strata in Japan, namely from high-ranking courtiers to lowly provincial
people. One may even discern a mild condescension toward waka on the part of the Konjaku
editor for adamantly not honoring it as a “Way,” despite its popularity. However, regardless of
the personal tastes of the Konjaku compiler,'® most likely a highly educated male aristocrat with
extensive bibliographic resources and an encyclopedic knowledge of the Buddhist and secular
histories of Japan (AEH, Honchao, lit. “This Court”), China (5= H., Shintan) and India (K,
Tenjiku), importantly, he acknowledged that Book 24 on “Secular Tales from Japan” would have

been incomplete without tales about waka poets.

16. In this regard, Komine Kazuaki, the editor of the SNKBT edition of the Konjaku monogatarishii Book
24, points out that the sequence of tales on waka is one of the “weakest” areas in the entire collection (4

LOETF LT THo7T L% ) 0D S). According to Komine, the Konjaku anecdotes on

waka are written so simply that their descriptions are not much different from “headnotes” to waka poems
(kotobagaki ), and from the viewpoint of storytelling, they are “insufficiently expanded” (Y5 & L

TD 5L HAITRIT 5). (SNKBT 36, p. 382.) It is true that the many of the Konjaku tales on waka are

rather terse and even read as summaries of other popular setsuwa discourse at the time. As I discuss in
Chapter 6, for example, an almost verbatim but slightly less conversational version of Tale 23 (on
Minamoto Hiromasa and a blind man) appears in the Gédanshoé. Similarly, an expanded version of Tale
57 on Fujiwara Nobunori’s waka on “Ki no marodono” (“log shrine” K® ALI§) appears in the Toshiyori

zuino. In other words, it cannot be denied that the Godansho and the Toshiyori zuino versions of the
respective vignettes are more detailed in some ways. However, as [ will demonstrate below, the
seemingly detached narrative style of the Konjaku often succeeds in conveying the Konjaku redactor’s
more didactic approach to waka, even with irony and humor.
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In the Konjaku anecdotes, individuals skilled in the composition of waka are referred to

variously as “excellent poets” ({8 ¥ #k#t),"” “masters of waka” (FIaK =Hik X &7 )L N),'
“exceptional masters of waka” (§ & )L FIHK / | F)" and “skilled poets” (FI#K / _|=F).2° They
are also collectively called “waka composers” (FIHKFE L A « #Ft L H - #ie FE).2 The
majority of waka poets mentioned by name in the Konjaku lived in the late-ninth through mid-
eleventh centuries; they include Ariwara no Narihira (fEJZEF-, 825-80), Ise (%A, active late
9th century, Emperor Uda’s consort), Ki no Tsurayuki ({C. & .Z, ca. 868-ca.945), Fujiwara no
Kintd (&) 22T, 966-1041), Fujiwara no Michinobu (B&5E(S, 972-94), Fujiwara no Sanekata
(BRI 975, 2-998), and Akazome Emon (R 444", active in 1041 at the age of 85). However,

poems composed by prominent historical figures, who were not usually remembered for their

poetic skills, such as Jotomon’in (_:EE[IPE, 988-1074, the mother of Emperors Golchijo and

GoSuzaku), as well as by anonymous rural people, such as “an extremely impoverished

woman” (& 7 & 41 V) %7 )LL) and “an indescribably lowly country person” ({ 7 A+ % |
fi& 7 H4 N), are also included.

By meticulously gathering tales on waka composed by an imperial consort, an empress, a

prince, Counselor, Grand Counselor, a female court attendant, governors in various provinces

17. SNKBT 36, p, 444,
18. Ibid., p. 445.
19. Ibid., p. 449.
20. Ibid., pp. 455, 483.

21. Ibid., pp. 446, 461, 479.
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and their wives, local magistrates, a student who traveled to China on a state-sponsored mission
who never returned to Japan, an exiled official, a scholar of Chinese literature, a chief priest, and
even a “dead” person (a son of a former Regent, who was a passionate waka poet during his
lifetime) and many other social types, the Konjaku editor seems to emphasize the grass-roots
appeal of waka, and its ubiquity in Japanese society, be it the imperial court or the provinces.
Moreover, by admitting that virtually everyone in society had the potential to become an
“excellent waka poet,” the Konjaku compiler reveals his own notion of waka as primarily an
amateur activity. As such, he could not call waka a specialized “Way.”

Indeed, the Konjaku editor’s association of waka with amateurism should be compared to
his assuming a certain degree of professionalism on the part of practitioners of other forms of
cultural activity. For instance, in the Konjaku, even Ki no Tsurayuki, one of the compilers of the
Kokin wakashii (905) and among the most famous waka poets of all times, is introduced in the

subtitle as a “governor of Tosa” (L:{/E5F, Tosa no kami) and then as a “waka poet” (K@, uta

yomi ). Likewise, the female poet Ise, renowned for the fact that twenty-two poems of hers

appeared in the Kokinshii under that name, is referred to as “Ise Haven” (fFFZHIE T, Ise no

miyasu dokoro )—Retired Emperor Uda’s consort—in the Konjaku. Here the Konjaku editor
wished to reintroduce Ise, whose reputation as a waka poet needed no explanation (see, for
example, how she is referred to with no biographical information in the Toshiyori zuino®), as an

important figure in the secular history of Japan, namely Retired Emperor Uda’s consort. In other

22. Ibid., p. 464.

23. See for example, pp. 23, 236-7 of the SNKBZ edition of the Toshiyori zuino (SNKBZ 87). For my
analysis of Toshiyori’s reference to Noin’s reverence toward Ise (pp. 236-7), see Chapter 7.
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words, like Tsurayuki, according to the Konjaku editor, Ise’s role as an imperial consort took
precedence over her being a waka poet. This attests to his view that composing waka was not a
profession by itself.

By comparison, the Konjaku compiler refers to yin-yang masters and scholars of Chinese

literature as “Doctors of Astronomy” (KX [Hi-1:, tenmon hakase) and “Doctors of

Literature” (3L FE# 1=, monjo hakase), respectively. For instance, the Konjaku depicts how the
“master of yin-yang lore” (F=5Hill, onyaji), Kamo no Tadayuki ()% 47, dates unknown)
taught “everything he had known about [his] profession (lit. “Way”)” (FAHE=H b HI ¥ ) 77
)L 7 RV ) to his son Yasunori, and also imparted various teachings about the “art of yin-
yang practice” to a disciple called Abe no Seimei (F[FBIEHH, 921-1005) “as if pouring all the
water from one a jar into another container” (M8 7 2 7 )Vl / /K 7 B A T H12%).

Although Book 24 of the Konjaku contains only eight tales pertaining to yin-yang lore, we
observe in these examples that the Konjaku editor regarded yin-yang studies as a

“profession” (F A7 + &), entry to which was strictly limited to the male offspring of the

masters, and to some exceptional students like Abe no Seimei.*
As for the “Way” of Chinese literature, the Konjaku contains even fewer (only six)
anecdotes on the subject, and does not elaborate on the issue of the transmission of knowledge in

this field.”” Instead, the compiler highlights a few historical groups of “people who are

24. SNKBT 36, p. 411.
25. Ibid., p. 412.
26. For other “legendary” anecdotes on Seimei, see for example, Kojidan, vol. 6, tales 62 and 64.

27. Five tales out of the six on the “Way of Chinese Compositions” (3{#& / i, monjé no michi) in the
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passionate about composition in Chinese” (X & 7 #f- 2 &), in one of which Emperor Murakami

is a protagonist, and expresses his approval of these enthusiasts’ active discussions of their peers’

“subtle mastery of the composition of Chinese prose and verse* (AL / f8#pF U > I In
other words, the Konjaku editor reveals little about the public personas of the Kidendd (fC{5iH,

“history and literature curriculum,” lit. “the Way of annals and biography”) scholars at the State
Academy (or even that of Emperor Murakami), but rather introduces them as literati, who in
their elite yet semi-private coteries cultivated the life of the mind.

We tend to assume that in the ritsuryo state of the ninth through eleventh centuries, skill
in the composition of waka and Chinese verse was regarded in the similar way, especially in
comparison to practical skills such as administration, medicine, martial arts and Yin-Yang lore,
because after all, both waka and kanshi were poetry. However, modern scholars tend to obscure
the subtle differences in the socially constructed images of Japan’s dual poetic traditions of waka

and kanshi, when they indiscriminately apply the ambiguous terms, such as “poetic” (#F/19) and
“belletristic” (3L#MY). As far as the Konjaku monogatarishii is concerned, the editor introduces
the “Way of Literature” (3{EL / i, monjo no michi), namely, the art of literary composition in

Chinese, as one belletristic trend in Japan’s secular culture. Thus, the Konjaku editor only

Konjaku seem to share textual sources with the Godansho. Further investigation into the similarities and
differences between the two setsuwa collections is vital before drawing conclusions about the Konjaku
editor’s treatment of this subject. However, a quick perusal of the six tales gives the impression that the
Konjaku editor had no original ideas about the kangaku lore. Instead, he appears to be a passive admirer
of those who composed “exquisite” prose and poems in Chinese (3(At / #iP 1) > F4t) and “those

who are passionate about compositions in Chinese” (X # 7 #f 1 2), suggesting that he himself was not

one of these literati types.

28. Ibid., p. 435. Tale 27 discusses how admirers of the scholar-official Oe no Asatsuna’s (LA,

886-957) compositions gathered a few years after Asatsuna’s death in 957, and reminisced about his poem
on the moon, on the night of the Fifteenth Day of the Eighth Month.



46

discusses how posterity came to admire the “exquisiteness” of the Chinese couplets composed by

the “Doctor [of Literature]” Oe no Asatsuna CRILEAM, 886-957), an “exceptional scholar” (1k
=LA Y 7 LE4R) who “for many years publicly served in the field [of Chinese studies]” (4
Kl =fF 7 =477 )L). In other words, the Konjaku editor does not explain how Asatsuna’s

career success was facilitated by his specialized skill in the composition of Chinese.

Turning back to the Konjaku tales on waka, on the other hand, it is apparent that the
editor collected so many examples on the subject, not for the purpose of claiming that waka was
the paramount aesthetic activity in Japan. Rather, he emphasizes the more utilitarian benefits of
waka culture, praising it as a grass-roots phenomenon and a form of vernacular communication
that directly affected human thinking and promoted harmony in human relationships.
Accordingly, regardless of the social diversity of those who composed waka, many of the

Konjaku anecdotes end with the formulaic conclusion that waka “moved people” (B =L 4V 7
1) ) often to the point of making them “shed tears” (2 L 7 [ 7 & b, &1 V). In other
words, without making stylistic judgments about individual poems, the Konjaku editor

strategically constructs a long sequence of somewhat terse and impersonal vignettes about waka

poets with the semi-didactic narrative theme of “poetic virtues” (A&, katoku).’' Fine waka

29 Ibid., p. 469.

30 Ibid., p. 462.

31. My understanding of the term katoku is broader than that of other scholars. For example, in his
article entitled “Ideologies in Waka” ( "Ik EAH | ), Nishiki Hitoshi (#3{ ) somewhat narrowly
defines katoku setsuwa (HRfEEER) as “anecdotal narratives which contain the formulaic motif of gods

reacting to waka composed by humans, and reciprocally giving happiness to them” (A& &R 1 1123/
J& LT % 52 %). (Nishiki, in IBR 1, p. 250.)



47

poems were considered meritorious not necessarily because of the beauty of the language, but

because of the positive outcomes they brought about in human relationships.

4. Oe no Masahira and Akazome Emon’s Waka Poems in the Konjaku monogatarishii

Tale 51, for example, describes how Akazome Emon used her poetic skills to bring
happiness to her family life. The following poem, which Akazome sent to her patron Fujiwara

no Rinshi ()i fii ¥-, Michinaga’s daughter), for instance, was forwarded to Michinaga, to enlist
his sympathy in assisting Akazome’s son Oe no Takachika (KVL.Z5fd, 2-1046, Masafusa’s

grandfather) to obtain a long coveted position as governor in the province of Izumi:

His Excellency, please FENF
Understand that as I shake off hy5/)%F7
The snow covering my head, 7 FNTE

I am terribly anxious XY=+
That at least before I die... A T2

Akazome also sent the following poem to the house of a woman—the daughter of the chief

priest at the Inari Shrine, with whom her husband Oe no Masahira CKYLIEf#], 952-1012) was

having a secret affair, and succeeded in making Masahira feel “embarrassed” (H0 7 ), and end

the affair:
The pine tree in my residence I/
Does not even bear a sign anymore, [ NADIIE S
Just waiting for you. FTAVTY

Were it among the luxuriant cedar trees, AX LT FIN

32. SNKBT 36, p. 473.
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You would happily come and visit. FRAxFF2®

Like the previous example, this poem is not particularly refined or elaborate. Neither is
the Konjaku author’s prose narrative, and he does not explain how the poem in question actually
caused Masahira’s “embarrassment* (unless he was ashamed of his behavior from the
beginning); or why such a reproachful poem did not further estrange him from her. In other
words, Masahira’s moral compliance, as assumed in the Konjaku, appears somewhat simplistic.
Nevertheless, the Konjaku editor seems to suggest that Akazome’s poem was effective and thus
historically meaningful, precisely because of its indirectness.

The first three measures of the poem capture the forlornness at Akazome’s residence,
which does not even have a visible signpost for a visitor, with the conventional use of the “pivot

word” (8, kakekotoba) “matsu,” which means both “pine tree” and “to wait.” Likewise, the

second half of the poem implicitly yet ironically refers to the Inari Shrine, sanctified and
separated from the mundaneness of everyday life by its thick growth of cedar trees. Incidentally,

the fourth imperial waka anthology, GoShiti wakashii (#2358 RIHEE, Later Collection of
Gleanings, 1086) includes a reproachful poem Masahira sent to Akazome when “a rumor of her
affair with Fujiwara no Michitsune was spread” (R 4%, £ KRHEM DL IZE R D 1T 28D
& L1} %), but the Konjaku does not mention this.** It is apparent that the editor is more keen on

depicting Akazome as a wise mother and wife.

33. Ibid.

34. Poem #883. SNKBT 8, p. 282.
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Still it cannot be denied that Akazome’s poems appear to be tongue-in-cheek and even
vulgar, displaying much lower “aesthetic” standards than seasonal poems in the Kokinshii, for
example. In other words, these are typical examples of those thousands of minor poems that
survived in individual poets’ poetry collections but did not make it to imperial waka anthologies.
Nevertheless, the Konjaku editor considered these casual poems notable examples of Japanese
secular culture, not so much for the elegance of their subject matter or compositional styles, but
because of the emotive effects they could generate in the minds of the reader. In other words, the
Konjaku compiler’s emphasis on the affective potential of Akazome’s poems reveals his positive
appraisal of waka as a historically viable practice useful in the maintenance of social order in
Japan.

Tale 52 reintroduces Masahira as a waka poet. For instance, when he was a student at the

State Academy (K%7%¥, daigaku ryo), he was “talented in Chinese literature, but was too tall,
had square shoulders and was quite ugly” (¥ "GV FE, B7&m7 7. fHE=7. A
7 )V). Female court attendants made fun of his appearance: “If you are so erudite, you should
be able to play this [a Japanese zither flIZ=]! You play, and we’ll listen to you.” (J7 / A1V
~NVF LN, L X G T A, B~ B4 L, ) Masahira immediately composed

the following poem:

Since I have never seen T7%Aa/

What lies beyond the barrier B, 7+ %%

Of Osaka, 2 I N

I know nothing about the East, 7Y/ abtE
Nor do I know how to play the zither. oL Yy

35. SNKBT 36, p. 474.
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The Konjaku anecdote states that upon hearing this, the awestruck female attendants

stopped laughing and “ran away” (Bf3Z7 2=/ V). In this poem, also included in the
GoShiiishii,’® Masahira skillfully expressed his own thoughts without emotional involvement,
through the ingenious use of a pun in the fourth measure, “azuma no koto,” which means both
“things from the eastern provinces” and “eastern zither” (azumagoto)—the Japanese zither. The
tale also comments on poems Masahira composed at courtiers’ excursion to the Oi River (KH:
7A]) in 1009, and upon the occasion of a fellow courtier’s departure to a northeastern province.
Judging from the ways Masahira’s poems profoundly “moved people” (AN X L 75 X &K 77
)V), the Konjaku concludes that “from what is known by hearsay, Masahira had mastered the
Way of Chinese Literature, but also composed waka exquisitely just like this.” (2 / [Eff |3 E
/KRS ) v = JRRIER T AR R 7 e vk F LRV B ~F Lt v, V) This
statement confirms that while the Konjaku editor regards the “Way of Chinese Literature” as

Masahira’s profession, his skill in the composition of waka was admirable, yet ancillary to his

role as a scholar.

36. In Book “Miscellaneous 2,” poem 937. (SNKBT 8, p. 301.) Although not explicitly a love poem
(partly because it is not included in a section of love poems), the headnote to the GoShizishii version of the
poem indicates that Masafusa composed it “when he was visiting a woman in her residence, she brought a

Japanese zither” (XD H L ITEDD 72D T 512, HDFE%2 I LHTTRIFAUL). In light of the

Konjaku editor’s discussion of Masahira’s affair with the daughter of a priest, and his immediate change
of behavior after he received his wife’s reproachful poem (Tale 51), the Konjaku reworking of this
“Japanese zither” (H -0 % Z &) poem in the less romantic setting of the protagonist’s encounter with a

group of mocking female court attendants “when he was still a student” (“#42 =45 77 JUIKF) is interesting.
The Konjaku editor’s reference to Masahira’s success as a scholar, along with some of the negative details
of his physical features suggest his interest in Masahira’s biography.

37. Ibid.
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Indeed, the Konjaku editor’s tendency to comment more on individual waka poets’ social
roles and less about their poetry itself, is highly idiosyncratic. In the case of Oe no Masahira and
Akazome Emon, in particular, it is apparent that the editor attempts to underplay the fact that in a
standard history of waka written in the early twelfth century, Akazome was more highly regarded
as a poet than her husband. (Twenty-two poems by Akazome appear in the GoShizishii, whereas
only seven by Masahira are included in the same collection.) In other words, like the Kokinshii
poet Ise, the name Akazome Emon required no further commentary, but the Konjaku persistently

calls her “Mother Akazome” (K} / 77 %%) and “Oe no Masahira’s wife Akazome” (KYLIEMZEHR
Z4). These seemingly minor details attest to the Konjaku editors’s reluctance to accept waka as a

fully-fledged activity, and to grant waka the respect due a specialized profession (“Way™).
Rather, he valorized waka as a generator of harmony in human relationships.
The following exchange of poems between Oe no Masahira and Akazome Emon at the

very end of the GoShitishii in the subcategory “Comic Poems” (haikaika HEigiaK), in the last
book of “Miscellaneous 6” (#£75), demonstrate one reason why the Konjaku editor was enticed

to regard Akazome and Masahira as couple poets:

Composed upon discovering that the recently hired wet-nurse was
flat-breasted Lord Oe no Masahira

How absurd

Her intentions were!

In this Professor’s house,

A wet-nurse

Without even a drop of milk/intelligence?
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The reply Akazome Emon

Let it be!

So long as she is competent in

Practical matters,

Despite her meager supply of knowledge/milk
Let her stay here.

AEFEAETE) TELD T2 XDADM I £ D 1T X ARFT 2
P SANERT B

[ESiRYAEES)
BOT 30 7%,
HEH 42K T
HEDED
FLEEA &I

BEL ARG

IbHosIEhNn
el

L 2L

I ZBI2OFT
HoTHZ

Although included in the imperial anthology, GoShiiishii, because of the explicit

references to mundane topics such as the “wet-nurse” and her “breast milk” (chi ¥L), these

poems appear even more vulgar than the couple’s poems that appear in the Konjaku monogatari.
Certainly these poems are less conventional than Akazome’s poem on her “solitary residence” or
Masahira’s on “the Japanese Zither,” and for that reason, they are categorized as

“comic” (haikai) poems. However, having humorous traits does not make them inferior to other

38. SNKBT 8, pp. 395-6.
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more aesthetically refined poems, and they are officially recognized as the last and penultimate
poems of an imperial anthology. Certainly, not all the connoisseurs of waka at the time approved

of the GoShiiishii and its compiler Fujiwara no Michitoshi’s (52, 1047-99) selection.
Most famously, Minamoto no Tsunenobu (JR#%{5, 1016-97), an influential courtier who was

also a renowned waka and kanshi poet, criticized the GoShiiishii in his poetry treatise, Nan

goshii (R 518, Anti-GoShitishii, ca. 1086-97), supposedly the first polemical work to

critically examine individual poems in an imperial waka anthology.*
In any case, these exchange poems are unique not only because of the references to the

“wet-nurse.” Masahira’s use of a colloquial phrase, “Professor’s house” (f&i1: D %), is also

unusual in waka composition . The ingenuity of his poem lies in his proud self-reference as a

professor (hakase), the words’ association with “intellect” (chi 2¥), and punning on “intellect”
and “breast milk” (chi ¥L). Akazome, however, is no less dignified in her reply, and reciprocates
with the equally unusual non-poetic word, “practical matters” (yamato gogoro 11 & i[»,

cuphemistically glossed as “mountains and hearts” but literally means “Japanese minds”).*
So long as the couple simply debate on the literal level whether or not to dismiss the
“flats-breasted” wet-nurse, their poems are trivial. But because they both allude to the

fundamental ways in which particular bodies of knowledge determined Masahira and Akazome’s

39. The text of the Nan goshiii is in Sekine Yoshiko, ed. Nan goshiii shiisei, (1975).
40. WBJ, p. 504, under “Nan goshii.”

41. For my discussion of Oe no Masafusa’s (Masahira and Akazome’s great-grandson) reference to
yamato damashii (° £ & 72 % L \», “practical skills” lit. “Japanese spirits”) as recollected by the Regent

Fujiwara no Tadazane in his diary, Chiigaisho, see Chapter 4.
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social roles as an academician and a waka poet, the hidden meaning of these poems are profound
enough to be included in the imperial anthology. Moreover, in light of the previously discussed
retrospective view in the /makagami that Emperor Shirakawa’s reign, during which the
GoShiiishii was compiled, was marked by the revival of kangaku scholarship, Masahira and
Akazome’s poems appear to have an even bolder symbolic significance.

In short, if we accept the Imakagami author’s assessment that talent in the study of
Chinese literature was more respectable than skill in the composition of waka at the turn of the
twelfth century, we can hardly resist an allegorical interpretation of the strange fact that the
GoShiiishii, commissioned by Shirakawa, ends with Akazome’s poem with its defense of
“Japanese minds.” In other words, the “wet-nurse,” after all, may allude to fundamentally
practical, Japan-centered traditional skills and “knowledge,” that are not necessarily obtained
through studying books, such as the Chinese Classics. If that is the case, the hidden message in
Akazome’s poem is that the age of waka—“Japanese minds” par excellence—is just around the

corner.
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Chapter Two

Reconstructing Scholar-Officials’ Lives in the Honcho monzui

Introduction

The idea sustained throughout the Konjaku monogatarishii (ca. 1120)—that waka during
the ninth through the eleventh centuries was primarily an amateur activity widely practiced by
men and women in society—is worth pursuing, because it was not a one-time casual remark
expressed by the anonymous editor of the setsuwa collection. Rather, the understanding of waka

as a social “custom” (JE\{#, fitzoku) in Japan, as opposed to a specialized profession (michi) or
the outward manifestation of certain “poetic elegance” (JEIR, fitryii), was a traditional view,

deeply rooted in some of the canonical works of kanshi and waka poetics from earlier centuries.

In this chapter, I focus on the literary anthology Honché monzui (AEHSCHRE, Literary

Masterpieces of Japan, 14 vols., ca. 1058-65) and examine how definitions of waka and kanshi
can be drawn from the Chinese compositions in this anthology. Special attention will be paid to

the “literary genre” (XK, buntai) of “prefaces” (J¥, jo), which before the twelfth century often

served as a medium for literary discussions. I examine how the anthologist, the academician
Fujiwara no Akihira ()5 HA5, 9892-1066), expresses his views of the way Kidendd scholars
evolved from purveyors cum executors of the Confucian political ideal of “state building through
literary activities” (LEEAREE, bunsho keikoku) to introspective poet-literati.

I investigate the ways in which middle-ranking scholar-officials of the Sugawara and Oe

clans, who were increasingly frustrated by the narrowing of their career opportunities under the
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Fujiwara regency in the late-tenth through the mid-eleventh century, came to assert through their

writing their hereditary inheritance of “the wind and the moon” (JE\H, fiigetsu), and transformed

the composition of kanshi into their family prerogative. I argue that while professionalizing
kanshi composition, and thus securing the elitist image of kanshi composition vis-a-vis
vernacular waka, these poet-scholars paradoxically embraced the “psychological” definition of

poetry, originally introduced in Japan by the scholar-official Sugawara no Michizane (‘& )51 &,

845-903) and most extensively elaborated upon in early waka discourse, such as the prefaces to

the Kokinshii (905).

1. Ramifications of the Literary Genre of the Kanshi Preface in the Honcho monzui
In pre-twelfth century Japan, unlike in other fields such as Buddhist studies and Chinese
literature, extensive theoretical or exegetic writings on waka were rare, and criticism of waka

often took the form of “waka prefaces” (wakajo FIF#KI?). Written exclusively in Sino-Japanese

by renowned academicians, these short essays commemorated the compilation of waka
anthologies and other notable literary events at which waka were composed. The modern scholar

Osone Shosuke (K EREEA T, 1929-93) points out that due to their relative brevity, wakajo were
often referred to as jodai (J*#8 + X, “introductory notes”) or shojo (/N7 “brief prefaces”) in

courtiers’ diaries and other prose writings in the eleventh and twelfth centuries.'

1. Osone, vol. 1., p. 588. Osone’s essay, “Wakajo shokd” (FIEKT/N#, “Preliminary Research on Waka
Prefaces”), originally published in Koten waka ronsé (5 JH1HKG 2, Meiji Shoin, 1988), is an excellent
study on the subject. In particular, his comparison of wakajo to shijo (7%, “kanshi prefaces”), and his

dynamic argument for the existence of standardized formats for wakajo, based on his extensive
knowledge of shijo and other literary genres (buntai 3 {&) of Chinese literature, (all of which were

normally classified in accordance with certain fixed formats and styles), is extremely insightful. Although
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Even more numerous were “kanshi prefaces” (#F/3, shijo) that, also written in Sino-

Japanese, commemorated various public and private gatherings during which kanshi were
composed. In contrast to shijo and wakajo, prefaces written in Japanese were called “Japanese

prefaces” (kanajo 1R 41/%), and their subject matter was limited to waka. In other words, there

are no kanajo, introducing a kanshi anthology, or commemorating a literary event at which
kanshi were composed. By the early tenth century, therefore, a subtle hierarchy existed within
the originally Chinese “literary genre” (3C{&, buntai) of the “preface” (J¥, jo) and their
indigenous offshoots in Japan: kanshi prefaces, waka prefaces (fewer in number and shorter in
length), and the Japanese prefaces (Japanese-language versions of the waka preface.)

As the gene of “preface” has its origin in China, most famously represented by the “Great

Preface” (KJF, before 1st century CE) of the Book of Songs (Shijing %, attributed to

Confucius, normally called the Mashi "B, The Mao Recension in early Japan),> and Wang

his careful analyses of exemplary wakajo from the Honcho monzui, and of influential twelfth century
literary texts, such as Oe no Masafusa’s Godansho and Fujiwara no Kiyosuke’s Fukurozoshi, actually
“disprove” his hypothesis that wakajo had its own generic formats, the combination of the lucidity of his
arguments and the detail-oriented nature of his textual analyses makes this essay stand out in his
posthumous, three-volume collected works, thus making it one of the most critical studies exploring the
nexus between the Sino-Japanese and Japanese poetic traditions in early Japan. (Osone, vol. 1, pp.
588-605) The same volume of his book also contains an earlier, shorter version of his essay on wakajo,
entitled “Wakajo ni tsuite—onché shojoshii to gyokutaku fuketsu sho” (FIHRIFIZ D WT— TREH/NT

8y & TERIRAWH ), originally published in Shintei zoho kokushi taikei, vol. 30, geppd 46,
Yoshikawa Kobunkan, 1966.) (Ibid, 606-611.) Satd Michio also discusses wakajo briefly from the
viewpoint of the historical development of the practice of kudai (1], “topic composition™) in the late

eleventh through mid-twelfth centuries. Satd (2003), pp. 199-203.

2. See Owen, pp. 37-49. His observation that in the Chinese literary tradition, unlike in the Western
literary tradition epitomized by Aristotle’s Poetics, discussions of the nature of poetry are “presented in
the form of exegesis of a particular text,” and thus “the model of authority in the Chinese tradition is
inductive, going from specific poems to larger question that follow from reading those poems” is highly
insightful. (Owen, p. 38.) This theory holds true to the ways in which the Kokinshii prefaces attempt to
define waka through the discussions of the Six Principles (7N#&, rikugi) and poetic styles of the six model

poets; and also the exegetic methods explored by late twelfth-century waka poet-scholars (eg. Shomy®d i
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Xizhi’s (£#£.Z 307?-65?) “Preface to a Banquet at the Orchid Pavilion” (Bd5%/%, 353), even

kanshi prefaces in Japan were initially written under the heavy influence of their Chinese
precedents. For instance, the prefaces to Japan’s three imperially redacted kanshi anthologies

(chokusen kanshi shii ¥TETEGFEE ) —the Ryounshi (FEZEEE, Collection Beyond the Clouds,
8149?),} the Bunka shitreishii CCIEF5 FEEE, Collection of Beautiful and Excellent Literature,
818?)* and the Keikokushii (#¢E|5E, Collection of National Building Discourse, 827)° allude to
the preface to the Chinese Classics, Wenxuan (33, Literary Anthology, 30 vols., compiled by
Prince Shaoming HHHH of the Liang Dynasty %2 [502-57]).° Also, in the Chinese tradition,

prefaces to anthologies are sometimes further classified as shojo (F/¥, “book prefaces”), and

fiir, Fujiwara no Norinaga )5 2% and Kensho #l{) to elucidate various aspects of “Japaneseness” in

the history of waka, though their vigorous adherence to textual authorities of existing bibliographical
sources. As Asada Toru points out, Norinaga’s commentary on the Kokinshii, for instance, occasionally
digresses excessively into the auxiliary subject of “aristocratic lore” (5}, yiisoku), and fails to provide

any specific comments about Kokinshii poems or even about poetry in general. (Asada, 1998, pp. 38-41.)
In this case, we need to acknowledge that the twelfth-century exegetist’s approach was not only
“inductive,* but he had his own purpose in annotating the Kokinshii. Furthermore, Norinaga was not
necessarily appropriating the text as a great classic of Japanese “literature,” or as the source of Japanese
“aesthetics,” as the modern reader tends to regard the anthology.

3. Before the Ryounshii, the kanshi anthology Kaifiiso (18)84, In Memory of the Beauty of Ancient

Literature, 1 volume, 120 poems, 751) was compiled, albeit not as the result of an imperial edict. See
Kojima Noriyuki’s “kaisetsu” for the Kaifiiso in NKBT 69, pp. 6-19. For a discussion of the indebtedness
of the preface to the Kaifiiso to that of the Wenxuan, see Denecke (2004), pp. 102-105. Denecke also
discusses literary borrowings in the Ryounshii preface from Cao Pi’s (4, 187-226) “Lunwen” (i 3X) in

his Dianlun (Y5, Authoritative Discourses). Ibid., pp. 106-107.

4. See Denecke, pp. 107-108.

5. Texts of the three anthologies, including their prefaces, are in GR 8, no. 123, pp. 449-554. The Bunka
shireishii is also in NKBT 69, pp. 185-317. Also see Denecke, pp. 109-110.

6. See, for instance, Kojima Noriyuki’s “kaisetsu” for the Bunka shitreishii in NKBT 69, pp. 19-25.
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are distinguished from (shijo &F/F, “poetry prefaces”). Thus, technically speaking, the “Great

Preface” is a shojo, while the “Preface to a Banquet at the Orchid Pavilion” is a shijo.

Soon after, with the compilation of the Kokin wakashii (5% F1HEE, Collection of

Japanese Poems from Ancient Times to the Present, 905)—Japan’s first imperially commissioned

waka anthology (chokusen wakashii F1HENIHKER),” the auxiliary genre of the “waka

preface” (wakajo) was established, along with its Japanese version (kanajo). In fact, Osone
Shosuke points out that the first anthology of waka, Man 'yoshii (ES X542, Collection of Myriad
Leaves, 20 vols., ca. 785) contains a handful of wakajo, composed by scholar-poets such as
Otomo no Tabito (REEHK A, 665-731), Yamanoue no Okura (ILI_EfE R, 660-733?) and Otomo
no Yakamochi (RFESEE, 7172-85, Tabito’s son) in Books Five, Seventeen, and Eighteen.
However, he doubts that these Chinese compositions had a specific purpose to serve as kanajo,
because of their highly inconsistent formats, some of which are epistolary.® The Many 'oshii
kanbun “prefaces,” some of which no doubt are too elaborate to be called kanbun

“headnotes” (#Z kotobagaki), certainly deserve further investigation.

7. The last and the twenty-first chokusen wakashii, Shin shoku kokin wakashii (8t ot b 5 FIHREE, New
Sequel to the Kokinshii, 20 vols.) was compiled by the poet Asukai Masayo f&E5HAfEtH at the command
of Emperor GoHanazono (216K &, 1419-70, r. 1428-64) in 1439. The twenty-one imperial waka
anthologies are collectively called, the Nijii-ichi-dai shii (—.1—f\£E, the Collection of the Twenty-One
Reigns).

8. Osone, vol. 1, pp. 591-2. According to Osone, Tabito’s “Preface to Poems on Plum Blossoms” (HF{t.AK
J¥, in Vol. 5), which is influenced by Wang Xizhi’s (F:3%.2) “Preface to a Banquet at the Orchid

Pavilion” (c.f. SNKS 21, Manyoshii, vol. 2, p, 61), “may be the only [kanbun prefaces in the Man yoshii]
with the proper format of a wakajo.”
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However, I consider the Chinese preface to the Kokinshii (E44J%, manajo, lit. “Chinese

Preface”) as the first notable example of wakajo, for the simple reason that that is how the
compostion is introduced in the Honcho monzui, the literary anthology compiled by the

academician Fujiwara no Akihira (/5 BH#T, 989?-1066).° Following the structure of its model

Wenxuan, which contains some eight hundred compositions in prose and verse classified into
thirty-seven literary genres, the Honcho monzui categorizes Sino-Japanese compositions by
Japanese authors into thirty-nine genres, of which only twelve appear in the Wenxuan.'" In the

words of Satd Michio (f£/#iE /), although inspired by the Wenxuan, the Honché monzui is “a

florilegium based on the practical needs, appropriate for particular situations and circumstances
in Japan.”"

Akihira’s exclusion of some of the oldest examples of shijo (or more precisely shojo) in
Japan, such as the prefaces to the aforementioned three imperial anthologies of kanshi, as well as
his deliberate designation of the Kokinshii preface (“Manajo”) as the first wakajo, indicate that

the Honcho monzui was not only an anthology that records particular trends in the production of

kanbun discourse in Japan in the mid-ninth through mid-eleventh centuries, but also an

9. SNKBT 27, pp. 310, 320-1.

10. The thirty-nine genres are: il (15), #E&F (28), &3 (6), #= (1), B (7), HrdL (2), WIFF (3), BHFF
(3), LB (3), KM (13), W5 (13), &2 (2), £ (42), 2R (37), FIR (17), FF (156), & (1), 17 (1),
X (1), 8 (5), i (1), # (9), 5L (5), 5 (2), i (5), Fi3C (1), AEESC (1), 473 (1), ZEHl3C (1), 2R
(1), & (2), X (3), B (2), 2 (1), FERC (2), AEESC (1), WS (1), B (27), FMEHC (6).

Those underlined also appear in the Wenxuan. See more details in Osone’s “Kaisetsu,” in SNKBT 27, p.
441, Sato (2003), pp. 36-7, and Gotd (2006), pp. 4-5. For a convenient guide to individual genres, see
Gotd’s glossary in SNKBT 27, pp. 413-26.

11. HADEIEICE 9 R E A 72 TS, Satd (2003), p. 7.
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imaginary textual universe, wherein the compiler, himself a product of the Kidendd (fC{ziH,

“history and literature”) curriculum in the State Academy, demonstrate his own understanding of
literary history of Japan during these centuries.

Since the compilation of the Kokinshii, the quintessentially Japanese genre of the waka
preface was added to kangaku academicians’ “service list”"—the composition of prefaces and other
kinds of writings, both public and private in nature, such as sié (i, imperial edicts), 7o (25,
reports/addresses to the sovereign), shojo (1R, private correspondence), san (i, letters of

praise), and ron (i, treatises), to name a few, at the request of their imperial and non-imperial

patrons. As in the case of shojo and shijo, wakajo were normally composed for high-ranking
courtiers who either compiled waka anthologies (such as the Kokinshii), or organized waka
banquets wherein they themselves composed poems, or had other members of the aristocratic
society do so to entertain the hosts and their guests.

Of particular interest are those instances in which wakajo served as the Japanese
equivalent of shojo for books on waka anthologies or treatises. Here they provided an
opportunity for kangaku scholars to apply their knowledge of Chinese literature, acquired
through the studying of prefaces and other Chinese literary discourse, to their own understanding
of waka. However, this type of wakajo are few in number, and only two examples are included
in Book Eight of the Honcho monzui, which contains a total of eleven wakajo; they are the
Chinese Preface to the Kokinshii and Ki no Tsurayuki’s preface to the privately compiled waka

anthology (shisenshii, TAHEEL), Shinsen waka CHTHERIHER, New Anthology of Waka, 4 vols., 360

poems, ca. 943s)."> The other wakajo, except for one composed in “praise of the twenty-eight

12. An annotated yomikudashi (Japanese reading) rendition of Tsurayuki’s kambun preface appears in
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books of the Lotus Sutra” (FE15#ERE T /\ i), are remarkably short (comprising of no more than

ten lines), and were written to celebrate poetry banquets and other ceremonial events, such as the

“Fortieth Birthday of Emperor Murakami” (¥ =K B PU-}-{#I%), “One Hundredth Day
Anniversary of the Empress’ Giving Birth” ({1 &= ###% 1 H ) and “The First Princess’s Donning
of the Trousers” (2 — & fHI#5#5)."” It needs to be noted that in these wakajo, waka is repeatedly
referred to as fiizoku, or even as “custom of our country” (Er5H .2 JAA).

Concurrently, it was also around the time of the compilation of the Kokinshii, during and

after the Emperor Daigo’s (Bl K &2, 885-930, 1. 897-930) reign, that the significance of

composing kanshi prefaces began to change for kangaku scholars. The act of writing, or

scholars’ highly self-conscious act of production of “literature” (3, bun) or “verse and
prose” (LEE bunpitsu), evolved from a means of contributing to “state building” (%&[E, keikoku)
to the private pursuit of “poetic elegance” (JEH, fiigetsu, lit. “the wind and the moon™). As

mentioned above, in comparison to Akihira’s inclusion of the Chinese preface to the Kokinshii as
the first wakajo, his exclusion of the preface to the first kanshi anthology, Ryounshii, in the “book

prefaces” section of the Honcho monzui is highly idiosyncratic. Since in eleventh and twelfth

NKBT 69, pp. 399-400. According to Tsurayuki, the Shinsen waka was originally conceived under an
imperial order after the compilation of the Kokinshii, but because of the death of the emperor and another
patron who supported the project, it remained in a draft format for a long time, until Tsurayuki completed
it privately with the preface in question.

13. Hakama gi: “A rite of passage during which a little boy or girl, typically three or five years old, was
first dressed in trousers.” (Tyler, p. 1138, “General Glossary.”) For a more detailed explanation of the
rite, see Yamanaka and Suzuki, eds., pp. 106-8.

14. SZK 29-ge, pp. 278 (Gido sanshi’s preface), 279 (Ki no Haseo’s preface), 280 (Tachibana no
Aritsura’s preface), and 282 (Minamoto no Michinari’s preface).
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century Japan, the Many ’6shii was considered to have been imperially redacted, it is likely that
Akihira did not conceive the Kokinshii as the first imperial anthology of waka.

Nevertheless, not only was the Ryounshii the first imperial anthology of kanshi, it was
also the textual source of the concept that developed hand-in-hand with the centralized state and
the institution of the State Academy: that literature plays a key role in the establishment of a
state. In fact, in their discussion of the prominence of political elements in early kanbun
literature, modern scholars have often quoted the following statement from the beginning of the
Ryounshii preface: “According to Emperor Wen of the Kingdom of Wei [220-65, China],

‘Literature is a vital work in state building and a great enterprise that never declines.”” (BL 77
GH, XEHEREEZKFE, A.285%, %) Akihira’s deliberate exclusion of the Ryinshii

preface in the Honcho monzui gives the cynical impression that he himself no longer advocated
this idea.

As in other literary anthologies, the compiler’s opinions are most succinctly expressed
though his selection and classification of source material. In this regard, the fact that nearly one
third of the Honcho monzui consists of jo (prefaces) and its sub-genres (6 shojo, 139 shijo and 11
wakajo—a total of 156 jo) is remarkable. Because the Wenxuan contains only nine prefaces (3

shijo, 2 fujo B, 1 shojo and 3 other prefaces), the disproportional emphasis placed on

prefaces, in particular, shijo, in the Honcho monzui is apparent. Furthermore, the following two

literary genres that do not exist in the Wenxuan, make up the three most numerous categories in

15. GR 8, no. 123, pp. 449.
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the Honché monzui along with shijo: sajo (234K, “letters of supplication,” 37 examples) and
ganmon (FEC, “Buddhist vows,” 27 examples).'¢

Because of the peculiar ways in which the number of shijo outweighs that of other
genres, we cannot simply assume that the composition of shijo was proportionally more popular,
or in greater demand than that of other genres. For this, we have to presume that the compiler of
the Honcho monzui, Fujiwara no Akihira’s view on what he considers as the “essence of
literature” (monzui) is reflected. However, the two lesser constituents of the top three genres in
the the Honcho monzui (sojo and ganmon) seem to simply reflect their ubiquity in Japanese
society in the eleventh century, as Sei Shonagon nonchalantly listed them in her Makura no soshi

(MLELT-, The Pillow Book, after 10007):

Chinese Literature:

The Collected Works of Bo Juyi.

The Wenxuan, [in particular,]

The volumes of new rhymed prose.
The Book of History, [in particular,]
The biographies of the Five Emperors.
Buddhist vows.

Reports to the Sovereigns.

Professors’ letters of application.

SAE AL S, bATA, LALK, Hid, wihid,. CHAD
Ao Fo BDPEDEI LEAK,
(197 dan, emphasis added.)"’

16. In the Honcho monzui, a total of thirty-nine literary genres (buntai) are included. See the table of
contents of the Honché monzui, for example, in SNKBT 27, pp. 5-16. Osone shosuke briefly discusses
the structure of the anthology in his “kaidai” in the same book, pp. 441-444. For a convenient list, see
Satd (2003), pp. 36-7.

17. SNKBT 25, p. 245.
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2. Letters of Proposals in the Honcho monzui

The majority (twenty-one out of thirty-seven) of the “letters of proposal” (Z£4K) in the

Honcho monzui were written for the specific purpose of “applying for official posts and

ranks” (FF'E B4). Sei Shonagon calls them “letters of application® (H13C, moshibumi). For

instance, Book Six of the Honcho monzui includes four letters of application written by Oe no

Masahira CKYLIE, 952-1012) whose waka poems were discussed in the previous chapter.

Incidentally, Masahira is the best-represented author in the Honcho monzui, with 47
compositions of his included in the anthology, followed by Oe no Asatsuna and Sugawara no

Fumitoki, with 44 and 39 compositions, respectively.”® According to Gotd Akio (REIAEE), all

the letters of application were written in a standardized format, containing an indented headline
that reads like a modern cover letter."” The first of Masahira’s four letters of application begins

as follows:

Junior Fifth Rank Upper and still a Professor of Literature cum Acting
Governor of Owari Oe no Masahira hereby submits his humble proposal
with his deepest respects

This letter contains my request for the attainment of an additional post by
the grace of [his Majesty’s] magnanimity, and in accordance with
precedents, as a replacement for [the current] Controller, Acting Deputy of
Left or Right Gate Watch, or Head of the Academy when they apply for
another post.

(RN EALR W 50 S IR
o [ AR T o =

18. Gotd (2006a), p. 199. Akihira valued Masahira’s writing probably because he had studied under
Masahira in the Academy.

19. Gotd (2006b), p. 134.
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In this letter, dated the eleventh day of the First Month of 993, Masahira demonstrates his
qualifications for the aforementioned posts by describing his former service to the state, and

“precedents” (#:f9, senrei) in which “Professors of Chinese Literature” (X & 12, monjo

hakase) like himself held these positions in the past.’ This letter reveals that although Masahira
had been a professor (as he proudly called himself in the GoShizishii poem on the “wet-nurse”)
since 989, and had held a dual-appointment as an absentee acting governor of Owari (present-
day Aichi prefecture) since 992, he was discontented with this situation. In the letter, he further

attempts to solicit the sovereign’s (Emperor Ichijo —5&8 K&, 980-1011, r. 986-1011, although at

the time of the letter’s composition, he was a child of thirteen) sympathy by describing what he

calls his “chilling misery” (%£3%, kanku) due to the slowness of his promotion to more
“rewarding posts” (i'E, onkan):

Confucian study has been my profession, and
the composition of Chinese verse is my [personal] asset.

In poverty, I have relished the Way [of literature],
but received no cross-appointments to rewarding posts.

Lowly in rank, I have found pleasure in literature,
but can no longer bear this chilling misery.

My residence is all but four walls, and
I am ashamed about the gradual dispersal of [my family’s] books.

20. Ibid., p. 127.
21. SNKBT 27, pp. 220-223.

22. Gotd (2006a), p. 101.
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My mother, an octogenarian,
is saddened by the delay in my receiving sufficient means to care for her.

DL 2536

IV =

HimZEE, RAHRE
FRIMIE . 5L, L T
FAEPUEE, B - SR Z WL -
(SYRVANEI NI o955 v/ip E

Observing how Masahira assumed none of the posts he had requested in this letter, and
also how he filed similar letters of application twice in 996 (this time, for the governorship of

either Echizen #Hi[ or Owari, and Bitchi fifiH'), we can conclude that his first letter was

dismissed. Moreover, in 1009, only three years before his death, he submitted a similar

application for the governorship of Mino (3£, in present-day Gifu prefecture) and in the same
year, finally became the “Governor” (5F, kami) of Owari, after having served as “acting
governor” (ME5F, gon no kami) in the same province twice during the years 992-96 and 1001-05.

From these biographical details, we can draw a picture of the difficult (and highly worldly) life
of a middle-ranking scholar-official in the beginning of the eleventh century, whose life revolved
around the quest for higher posts, rather than remaining content with a secured academic
position. In fact, even though he served as “imperial tutor” (Rf#t jidoku) to Emperor Ichijo, at

the time of his death, Masahira’s rank was only Senior Fourth Lower (IEVYf7Z V). For Masahira,

the rank and status attained by his great-grandson Masafusa, whom he did not live long enough

23. Gotd (2006b), p. 128. In order to emphasize couplets in the prose, | added new lines to the passage.
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to meet—Senior Second Rank (1E .17 and Acting Counselor (H&H#45), which placed him
among the kugyo (2N, “senior nobles”)-was beyond what he could dream about.

Regarding Masahira’s first letter of application, therefore, his appeal for promotion on

account of his “meager social status” (}5) that was the cause of his and his family’s s
“poverty” (&) is understandable. His reference to his elderly mother distressed with her son’s

slow promotion even reminds us of Akazome’s poem in the Konjaku monogatarishii, which
impressed Michinaga (Emperor Ichijo’s grandfather), and brought about his decision regarding
her son’s promotion. It is remarkable that the Konjaku visualized that the power of Akazome’s
waka to influence her son’s promotion was greater than Takachika’s own letters of application,
which he must have written in the manner of his father, Masahira.

In fact, there is nothing more ironical for the “Confucianist” (ff %) Masahira, as he calls

himself in another supplication letter, than to accept the reality that being a professor of
“Confucian study” (ff“#) has not provided him with sufficient means to support his mother,
implying his inability to fulfill his role as a Confucian filial son, or even to maintain their family
“library” (3{#&). One may argue that such emphasis on poverty is nothing but a popular trope in
literati writing, or that such hyperbole only gives the impression that his request was not urgent
or sincere. However, one thing very peculiar in his logic is his acknowledgment that although
Confucian study left him and his family poor, he himself actually “enjoyed” (%%) the “Way” [of
Chinese literature] and “found pleasure” (") in it. In other words, the “profession” (3£) of

Confucian studies failed to bring happiness and comfort to his family, and that is why he wrote

this letter; nevertheless, Masahira is confident that “the composition of Chinese verse” (J& H,
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fiigetsu, lit. “the wind and the moon”) has personally “benefitted” () him, and for that reason
alone, he can maintain his self-respect as a Confucianist.

I will further examine the notion of “the wind and the moon” in conjunction with some of
the kanshi prefaces from the Honcho monzui below. Regarding the genre of s9j0, we can
conclude that although no example of it appears in the Wenxuan, in eleventh century Japan, it
was an important means of communication, through which scholar-officials expressed their
personal views, many of them unapologetically self-serving, rather than expounding on the dryer
topic of nation-building. Masahira’s rhetoric of self-preservation becomes even more aggressive

in another saj6, in particular, his “application for tuition” (H1“#[]#}), which he wrote on behalf
of his son Yoshitomo (/). In this letter, also included in Book Six of the Honché monzui,
Masahira requests a stipend for Yoshitomo to enable him to take over his father’s “business” (47
MR 2 2 1it. “the art of making birch baskets and fur coats, [alluding to a famous passage
from the Confucian Classics, The Book of Rites ¥LEL.].”** In the same letter, he repeatedly refers
to his “family occupation” (F'13) and “the occupation of six consecutive generations” (7NfUZE).
The second expression, in particular, reflects his elitist view of the Oe clan and their rival,
Sugawara scholars as “those with great lineages” (32f\34, ruidai sha), in contrast to

“upstarts” (F25KH, kike sha) from other clans.”

Masahira’s condescending reference to the kika scholars, and its inclusion in the Honcho

monzui may surprise conscientious readers, because Fujiwara no Akihira—the compiler of the

24. SNKBT 27, pp. 229-230; Japanese reading (yomikudashi) in pp. 41-42.

25. Ibid., p.230.
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literary anthology—was himself a self-made kika scholar, although he is known to have studied
under Masabhira in his formative years.* The composer and the filer of the other two tuition

requests, dated 956 and 965, is Sugawara no Fumitoki (& i 3CIRf, 899-981). From these records

we can draw the following conclusions regarding the sojo in the Honcho monzui: 1) shortly after

Emperor Murakami’s era (Ff_ K&, 926-67, r. 946-67), during which Fumitoki was active,

scholar-officials became increasingly more disgruntled about their ranks and posts, and thus
wrote and submitted a greater number of letters of application; 2) by including Sugawara no
Fumitoki and Oe no Masahira’s letters, in which they both sought financial support for the
sustenance of their “family occupation” of Confucian studies, Akihira may have conceived the
eleventh century, especially after Masahira’s death in 1012, as a turning point in the history of
kangaku studies in Japan, which saw a gradual decline of the hegemony of the Sugawara and Oe

scholars in the State Academy.

3. Buddhist Supplications in the Honcho monzui

The literary genre of “vows” (B, ganmon), like s6j6, does not appear in the Wenxuan,

but Books 13 and 14 of the Honcho monzui contain twenty-seven examples, classified into the
following four types of Buddhist rites, during which they were recited: “ceremonies [lit. “good

deeds”] for shrines” (ffiiA{&% shinshi shiizen, two examples); “[ceremonies for] towers and

temples erected in memory of the deceased” (L35 F kuyo t6ji, four examples);

26. According to Satd Michio, Akihira was “probably a student of Masahira’s” (¥ % & { KiLIE# % A
& LTW7). Sato (2003), p. 42.
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“miscellaneous ceremonies” (M35 zoshiizen, six examples); and “ceremonies for the
deceased” (GBAZ tsuishii, fifteen examples). Literally meaning “supplicatory compositions,”

ganmon were written from the viewpoint of the hosts of these “good deed” events (e.g. in case of
funeral rites, usually the immediate relatives of the deceased), and expressed their personal
motives for organizing them.”

Alternatively, ganmon can be figuratively rendered as “supplicants’ brocade,” because in
order to solicit sympathy, feelings of awe and respect from the other participants at the ritual for
the hosts (and in case of funerary rites, for the deceased), the prayers had to sound impressively
lofty when recited. Accordingly, both male and female members of the imperial family, and
other senior nobles and their families in early Japan entrusted some of the top academicians in
society with the task of composing ganmon, wherein the scholars could demonstrate their
knowledge of elegant phrases in Sino-Japanese, which were not only appropriate for each

occasion, but were a means of immortalizing the deceased. In the words of the modern scholar

27. The actual procedures of Buddhist rites from the tenth and eleventh centuries are not clear, but
judging from late twelfth-century “manuals” (X5 shidai) for various Buddhist ceremonies, the recitation

of ganmon often took place in the middle of the events, following the recitation of hyobyaku (F1,

“adulations”). (See for example, Ninnaji konbydshi shososhi kenkyiikai, ed., pp. 913-1272.) An
abbreviation of the term, hyokei kokuhaku (ZEHL 75 1, “announcements in honor of [the faithful acts of

the hosts, their love for the deceased, etc.]”), hiyobyaku was written to be addressed by the officiating
priests, and often contained various sermons and lessons with an ecclesiastical viewpoint. (For more
details, see Komine (2009), pp. 45-46, 281-310.) However, as Komine Kazuaki discusses, hyobyaku were
normally written by Buddhist priests, and very few kangaku scholars were involved in their composition.
(Komine 2009, pp. 289-91.) For example, Kiikai wrote some syobyaku, but Sugawara no Michizane did
not write any. Therefore, only one example of syobyaku appears in the Honcho monzui. It needs to be
noted that Sei Shonagon mentions ganmon as one of the familiar genres of Chinese composition, but not
hyobyaku, indicating that the latter was elevated to the status of “public literary discourse” (7> L D %)

on a par with ganmon, mostly during the insei period. (Komine 2009, p. 46.)
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Watanabe Hideo (J£3475K), ganmon were “highly stylized, lavishly embroidered, patterned

language.”*

The composition of ganmon dates back to the Nara period (710-84), and in some of the
earliest extant texts, the prayers appear in the blank space at the beginning and the end of scrolls
of handwritten Buddhist sutras.” As a considerable number of ganmon are also included in

Kiikai’s (2%, 774-835) posthumously edited personal collection of Chinese texts, Shoryoshii
(H:5E4E, edited by Shinzei B, 10 vols.) and Sugawara no Michizane’s (845-903) Kanke bunso
(E K LEL, Collected Works of Sugawara Michizanw, 12 vols., 900), it was a well-established

genre by the time of the Honcho monzui. Moreover, Watanabe, who defines ganmon, in
particular those written for the deceased, as a kind of “elegiac literature” (k= D ),
makes the important observation that although not included in the Wenxuan as an independent
genre, many of the ganmon in the Honcho monzui take expressions from funeral poems and
rhymed verse (i) in the Wenxuan.

In the same way he neglected prefaces to the three imperial anthologies of kanshi,
Akihira eliminated Kiikai’s ganmon and any others that represented the era of the three official
anthologies; instead, Akihira selected the scholar-official Yoshishige no Yasutane’s (B f#

Jil, 2-1002) ganmon written “in appreciation of Minister Sugawara [no Michizane’s]

Mausoleum” (£5 ZKHHJE) as the first specimen of this hybrid genre that draws on the

28. RS S N RBIBL D) Td %. Watanabe Hideo, p. 53.

29. SNKBT 27, p. 417.

30. Watanabe Hideo, p. 53.
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Buddhistic and secular literary traditions. I argue that Akihira symbolically selected Yasutane’s

ganmon as a talisman for his fellow Kidendd-trained “literati” (3 Iz, bunshi) of the past, present

(and possibly future), assuring them that Michizane would always protect them from the sense of

guilt that may arise from pursuing “the wind and the moon” (JE\H, fiigetsu), namely, the act of

composing kanshi, instead of actively taking part in state building, or leading a more meaningful
life as a Buddhist practitioner.
In fact, shortly after his exile to Dazaifu in 901, and death in 903, during Emperor

Murakami’s Tenryaku era (KJ&, 947-57), Michizane’s reputation as an academician was rapidly
restored through his deification as Tenjin CK#H, lit. “Heavenly God”), and dual-enshrinement at
Kitano Shrine (ALEF K =) in Kyoto and at Anrakuji Temple (Z¢%55F) in Kytishii.*' The
historical narrative Okagami (K#%, The Great Mirror, early 12th century) recounts various
personal misfortunes that befell Fujiwara no Tokihira (B&Ji IR, 871-909) and his family as
results of “Michizane’s grief” (ALEF DfHIIE Z). Calling Tokihira’s plot against his political rival
Michinaga “an unconceivably evil deed” (& & £ L Z #5), the Okagami implies that the

pacification of Michizane’s soul could not have been done in any ordinary manner.** It is also

known from the historical record Nihon kiryaku (HZRGCME, Abridged Chronicle of Japan, 34

vols. late 11th century?) that Michizane had already become a legendary figure, when the rank of

31. For a discussion of Michinaga’s deification process from the viewpoint of the “Shinto-Buddhist
syncretism,” see the final chapter of Borgen (1986), pp. 307-36.

32. SNKS 82, p. 76. It is remarkable that the anonymous author of the Okagami deploys a mini-chapter
in his chronicle, preassigned for the biography of Minister of the Left Tokihira, as a textual space wherein
he outrightly demonizes and ridicules Tokihira, while showing his sympathy to Michizane and his
offsprings by adding appreciative comments on Michizane’s waka and kanshi poems composed in exile.
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Senior First (1E—17) was posthumously conferred on him in 993, along with the titular post of
Chancellor (KKK daijé daijin). Written in 986, Yasutane’s ganmon for Michizane is an

early testiment to the emergence of the Tenjin cult, in which Michizane was worshipped as a god
of learning, a practice still popular among students and their parents in Japan today.

The dramatic life (and afterlife) of Michizane with his banishment and resurrection as
Tenjin was something that Kidendo scholar-officials of later generations (perhaps with the
exception of Oe no Masafusa) could not experience even in their imagination. For example, Oe
no Masafusa’s rank was merely Senior Fourth Lower at the time of his death. Even Sugawara no
Fumitoki, the grandson of Michizane, is known to have twice submitted two separate letters of

application for the rank of Junior Third (fi€ =1) in 974 and 980, respectively.” After the second

attempt, his request was finally granted, but only eight months before his death at the age of
eighty three. These biographical details suggest that the lives of Kidendod-trained scholars, even
that of top academicians like Fumitoki and Masafusa, who as Professors of Literature, Head of

the Academy, and Acting Commissioner of Ceremonial (zX¥# KHil), held the highest posts in

the State Academy, were not all rewarding. Under such circumstances, not all of the students
who followed in their footsteps and passed the civil examinations (X, taisaku) were able to
complete their careers as scholar-officials, or as Confucians ({3, jusha). Yoshishige no
Yasutane, for one, studied under Fumitoki, passed the exams, served several minor posts in the

provinces and the capital, but eventually left officialdom and took the tonsure in 986. His

ganmon in question was written shortly after this.

33. SNKBT 27, pp. 213-4.
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For these reasons, Akihira’s selection of Yasutane’s ganmon as the first of the genre in the
Honcho monzui might be regarded as his homage to Yasutane, one of the earliest kike (non-
Sugawara or Oe, lit. “upstart”) scholars, who in the words of Oe no Masahira, were all “doomed

to be belittled” (F22K 34 FL#E).** In other words, because Yoshishige was a kika scholar (he

hailed from a family specializing in yin-yang lore), not only was he free from the sectarian
professionalism which restricted Masahira and Fumitoki (e.g. their insistence on inheriting their
“family occupation,” as they expressed in appeals to secure tuition for their sons), he had the
liberty to explore different paths as a Buddhist monk. Therefore, special attention needs to be
paid to what Yasutane says about his former and current “selves,” when we read his ganmon for

Michizane:

A novice (that is myself) stepped forward and made the following
statement before the Buddha:

“In the years past, in the hope of obtaining prosperity and fame, I went to
[Michizane’s] shrine and prayed day after day; I prayed [also in the name
of] Buddha’s teachings. Thereby, I was able to pass the civil examination,
and was assigned to some minor posts. That was [Michizane’s] heavenly
deed, [his] divine provision. In one of the supplications [I presented to him
in the past], I made a request to visit Tenjin’s [lit. “Heavenly God,” deified
Michizane] shrine, congregate with my fellow literati, and [collectively]
offer our poetic compositions. This was because Tenjin is the father of the
Way of Literature, the master of the poetic realm.

In my twilight years, [recently] I took the tonsure. [Since then], now and
forever, I am in search of the Buddhist Way.

34. Masahira made this comment in his application letter for tuition for his son Yoshitomo (HEZY), which I

briefly mentioned in my discussion of sgjo. (SNKBT 27, p. 230.) However, his great-grandson Masafusa
seemed to have had sincere respect for Yasutane, because his Honcho zoku ojoden was inspired by
Yasutane’s Nihon 9jo gokurakuki, and meant to be read as its sequel. Also, although admitting that
Yasutane hailed from a family that specializes in yin-yang lore, Masafusa praises him for his literary
talent, and writes about his rebirth in heaven. For a discussion of Masafusa’s Ojoden, see Chapter 5.
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Now I, the novice, am old; I have no means with which to express my
gratitude for [Tenjin’s yearlong guidance in my pursuit of] “the wind and
the moon.”

[At the same time,] the teachings of the Lofus Sutra [have given me] a
solid understanding of how to organize a congregation of “incense and
flowers™ [those who provide offerings to the Buddha.]

Alas! Amusements of flowery language and embellished words, how can
they be beneficial for the Way of Gods?

[Only by studying] the obscure and difficult teachings [of the Lotus Sutra],
one can expect to attain the Buddha Body.

Now at this time of our age, if Tenjin is pleased, all the sentient beings will
depend on him. The magnanimity [of the Lotus Sutra] has no limits;
therefore, it will take care of all the matters in this [and the other] worlds.”

With reverence, I make the above statement.

Twentieth day of the Seventh Month in the year 986 (Kanna 2).
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The exact circumstance in which this Buddhist prayer was offered is unclear, but from its
title, “Supplication [written for the purpose of] Showing Gratitude at Minister Sugawara’s
Mausoleum” (£ Z&HHEI JH0), it can be presumed that Yasutane composed it to be recited
at Kitano Shrine. However, whether the shrine compound included an adjacent Buddhist temple,

where such a Buddhist prayer could be recited, or Yasutane brought this composition to

Michizane’s “mausoleum” (J#, byo) is uncertain. In either case, the prayer is unique because
Yasutane implores Buddha to assure “Michizane’s happiness” (—#f B). Due to Michizane’s
status as a “god” (— 1), we tend to assume that he is the main provider of the individual

supplicant’s personal felicity. But Yasutane confesses that now that he is a devout Buddhist, he
can no longer approach Michizane in that manner. Having described him as “the father of the

Way of Literature, and the master of the poetic realm” (CGEZ fll, FF5H.2 32), Yasutane used to
regard Michizane as the guardian god of learning (Tenjin), and visited Tenjin’s shrine regularly,
where he prayed for his own “prosperity” (577) and “fame” (75 44) as a scholar-official.
Calling such one-way (Yasutane always asking Tenjin a favor) relationship between
himself and the deity “the wind and the moon,” or more precisely, Tenjin’s support in Yasutane’s

pursuance of “the wind and the moon,” now Yasutane is eager to return the favor to Tenjin.

35. SNKBT 27, p. 351. To emphasize the parallel structure of Yasutane’s composition, I modified the
format of the text.
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Because one of his earlier supplications (J#f, gan) to Tenjin was about “congregating with his
fellow literati and offering their poetic compositions [to Tenjin]” (& -3t BR-5F ), we
know that “the wind and the moon” also refers to the act of composing kanshi in this context.

Furthermore, contrasting the expression with “incense and flowers” (#¥1t), Yasutane emphasizes

that all that he can offer to Tenjin are the teachings of the Lotus Sutra. Denouncing kanshi

composition as an “amusement of flowery language and embellished words” (16 5 f s Z i),

he declares that in his Buddhist practice, Chinese poetry, no matter how pleasurable and elegant,
can no longer be his preoccupation.

In the words of Osone Shosuke, Yasutane’s ganmon is “the earliest example of that which
shows the notion of ‘wild phrases and embellished words.’””** Originally appearing in the

Chinese poet Bo Juyi’s (IF1 &%), 772-846) postscript to his poetry collection, the Luohang
Anthology, dedicated to Xiang shan Temple (%1LI5F) in 840, the phrase kyogen kigo (3£ 5 ik,
“wild words and embellished phrases”) became widely known in Japan through its inclusion
under Bo Juyi’s name in the Wakan réeishii (NIPERAFKER, Japanese and Chinese Poems to Sing,
ca. 1017-21), a collection of Chinese, kanshi and waka poems, edited by the courtier Fujiwara
Kintd (BT, 955-1041). Throughout the mid-eleventh and twelfth centuries (and even in

subsequent centuries), the concept of kyogen kigo was important in explaining the relationship
between Buddhist doctrine and secular literary productions that included not only kanshi but also
waka and vernacular prose literature such as The Tale of Genji, because the term was interpreted

variously by both critics and defenders of so-called belletristic literature.

36. FIE DI S ik 2 8 THER. Osone, vol. 1., p. 321.
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Whether Yasutane himself coined the expression, kagen kigo (1t 5 fints, “flowery

language and embellished words”) under the direct influence of Bo Juyi’s prose is unknown,

although Bo Juyi’s works are known to have been first imported to Japan during the Jowa (Z<H1,

834-48) era.’’ Yasutane’s renunciation of poetry on account of his Buddhist faith needs to be

discussed in conjunction with Pure Land (¥t1:, jodo) Buddhism, in which the Lotus Sutra was
canonical.®® Furthermore, Yasutane’s gjoden (£/E1x, “biographies of those reborn in heaven”),
Nihon 6jé gokuraku ki (H AR 2S5, Record of Rebirths in Paradise in Japan, ca. 985-87)

is an indispensable source of his Buddhist beliefs. However, because these topics are not directly
pertinent to the subject of the present study, I will instead focus on elucidating the notion of “the
wind and the moon,” and attempt to clarify some of its connotations that are often nebulously

associated with “poetry” (#F), as opposed to more ideological “Ways” of Buddhism and

Confucian socio-political thought.

4. The Wind and the Moon Before and After Sugawara Michizane

The ubiquity of the phrase, “the wind and the moon” is evident from a casual browsing of

the Honcho monzui. Aside from Yasutane’s ganmon, I have already shown that Masahira

37. According to Osone, the Montoku jitsuroku (CAEIZEk, Record of Emperor Montoku's Reign: 850-58)
in its entry of the Ninth Month of Ninju 1 (851) recounts that in Jowa 5 (838), Fujiwara no Takemori (J#
J555F) obtained the Hakushi monjii (I K CEE, Collected Works of Bo Juyi), of all, the manuscript copy
of the author’s friend, Yian Bai (JGF1), in a Chinese merchants’ cargo ship, and submitted it to Emperor
Ninmyd (f~HHK &, 810-50, . 833-50). (Ibid., p. 66.)

38. See for example, Inoue Mitsusada H: b B, Nihon jodokyo seiritsushi no kenkyi H A 2B 7
S DL, Tokyo: Yamakawa shuppansha, 1956.
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mentions it in his s0j6.*° In the long selection of “kanshi prefaces” in the Honcho monzui, the
pervasive references to “the wind and the moon” appear to be balanced by equally frequent

appearances of various “Ways” (i michi). 1 will later discuss the structure of the shijo volumes

in detail, but at least seven usages of the phrase are found. This is remarkable because while

references to “Ways” also abound, such as “the Way of public servant” (Fi¥-.Z3i8),* “the Way
of the gentlemen” (K Z &), “the Way of education” (¥ ZiH),” “the Way of Letters” (F
2 38)," and “the Way of the Buddha” ({A3#),* there are no reference to “the Way of

poetry” (iF . Z ) or any of its equivalents, such as “the Way of kanshi.” These seemingly

incidental details suggest that in the Honcho monzui, the word “Way” was commonly used to
designate various aspects of Confucian (and rarely Buddhist) practices, considered fundamental

in the realization of the ideal of state building (#%[%, keikoku). However, elegantly labeled as

“the wind and the moon,” the composition of poetry seems to be ruled by a completely different

set of standards, that could not be considered “Ways.”

39. Brian Steininger’s dissertation introduces three very important references to fiigetsu, made by the
academician Minamoto no Shitagau (J5/H, 911-83), all included in the Honcho monzui. He also provides

a translation of Shitagau’s preface to the Wamyé ruiju sho (R JHERYY, Collected Encyclopedia of

Japanese Names, ca. 931-38), in which he quotes the commissioner of the encyclopedia, Princess
Kinshi’s somewhat negative reference to fiigetsu. (Steininger, pp. 88, 98-99.)

40. SZK29-ge, p. 215. In the preface by Sugawara Michizane.

41. Ibid. In the preface by Oe Sumiakira CKILIEHH).

42. Ibid., p. 222. In the preface by Sugawara Fumitoki.
43. Ibid., p. 224. In the preface by Ki Arimasa.

44. Ibid., p. 239. In the preface by Yoshishige Yasutane.
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As Brian Steininger points out in his dissertation, “[t]he term fiigetsu, like its cousin
furyi, has a complicated history in Japan,” because what it designates beyond the familiar
natural images is ultimately a matter of interpretation. For instance, the modern literary scholar
Ikeda Genta’s (JFHHK) book chapter entitled, “Fiigetsu and Fiiryii as a Way of Living in the
Heian Period” CEFZLRFRUICIRT 2 E1EHZ E LT TRH,) & TEJ ),* proposes fiiryi

as “one of historical life principals.”’ Alternately calling fiigetsu “a pattern of life,”* with its
own “aesthetics of life,”* Ikeda argues that fiigetsu cannot be separated from the “thought pattern
of ‘building nation through literature,”””* because only through developing their own version of
thought-patterns called fiigetsu, people in Japan were not only able to appropriate but to

internalize the Chinese culture (most notably the composition of kanshi), which had initially

been merely “something borrowed from foreign countries.”'

45. Steininger, p. 98.

46. Genta, Ikeda. Nara heianjidai no bunka to shiikyo (535 « LD AW & F#, Culture and
Religion in the Nara and Heian Periods). Kyoto: Nagata bunshodo, 1977.

47, —D DRI 72 AR VLR, Tkeda, p. 278.
48. — D DEFED R 1bid., 288.

49. FETEDFEF, Tbid.

50. TXEEREE) o BAEERE. bid.

51. 74 E D & DEY). Tbid.
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Defining fiigetsu as “natural imagery that invokes poetry in the manner of a motif,”** as

9953

opposed to “actual natural phenomena and imagery,” Ikeda argues that there are many instances

9954 1

in which fiigetsu functions as the embodiment of “the poetics of state building”* in the early

imperial anthologies of kanshi. As an example of this, Ikeda discusses the following kanshi

composed by Emperor Saga (IEIfK 2, 786-842, 1. 809-23), from the Keikokushii:

A rhapsody on “Autumn Sadness” [composed] on the ninth day of the
Ninth Month, at Shinsen Garden (lit. Garden of the Divine Fountain) [in
the palace]

Retired Emperor Saga (when he was on the throne)
[...]

Autumn is sorrowful.

The extremely long night in autumn is sorrowful.
The wind is chilling and the moon is beaming bright.

Lying down, [ watch the wind and the moon;
Indeed, it feels profoundly desolate.
Through the window, how can I bear listening to the falling leaves?

[My head] on the pillow, I cannot fall asleep;

Wishing the night would soon be over.

When dawn comes, in the vicinity of my palace, who might be pounding
robes?

Chillingly, [various] sounds of night come and go;
A forlorn person am I, I can take no more sorrow.

Deep in bedroom, how can I regret the separation?
Alas, the four seasons change as they come and go.

52. il 7 BT HEF —7 £ LTOHARER. bid., p. 291.
53. BRI 72 HARBIS S HARTZA. 1bid., 289.

54. FEEWYREER. Ibid., pp. 239-91.
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Despondant indeed, the three months of autumn are forever sorrowful.

R P e Ty 7 ] =N
KRR B
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REMATDLAS B - oWEPUES) 738
PRIRE =#kifan] . 28, (Emphasis added.)*

Noting that “the wind and the moon” in this poem are concrete natural images that

function as “poetic motifs” (7#44), Ikeda argues that the fourth line quoted above, “[My head] on

the pillow, I cannot fall asleep [...] who might be pounding robes?” signifies Saga’s “concern
about the welfare of his people as head of the state,”* and thus fiigetsu here expresses his
feelings as a responsible sovereign. As Osone Shosuke points out,”” Ikeda’s reading of the
passage appears to be misconstrued, because the reason the poetic protagonist is unable to sleep
is the “come and go” of various phantasmagoric “sounds of [autumn] night.” In other words, the
sound of “pounding robes” cannot be interpreted as noise rising from humble folks’ manual
labor, as Ikeda seems to infer. Despite the dubiousness of his textual interpretation of Saga’s

poem, Ikeda concludes insightfully that during the “period when ‘literature’ had the function of

55. GR 125, P. 497, (in Book 8).

56. ~EDOIGH & LTHERD, Zfazs) %01E. keda, p. 289.

57. Osone, vol. 1, p. 329.
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99 ¢¢

state building,”® fiigetsu embodied “eternal nature,” “a realm that lies beyond human affairs and
the vulgarity of everyday life,” and that which enticed individuals to “contemplate the vastness
and eternity of Nature.”” Actually, what he means by “eternal nature,” or a “grandiose view of

7% is vague, but he seems to suggest that whether natural images actually exist in the eye

nature
of the poeticizing subject (in this case, Emperor Saga) or not, so long as they invoke feelings
(“autumn is sorrowful”) and other associated images (the sound of falling leaves, pounding of
robes, etc.) as poetic motifs, they are certainly “eternal” and thus “beyond the vulgarity of
everyday life.”

Despite its intuitive manner, Ikeda’s study provides important insights into the historical
development of the notion of fiigetsu around the time of Sugawara no Fumitoki (899-981).

Regarding Fumitoki’s wakajo, entitled “Waka Preface for the Banquet Held at Minister of the

Left’s Flower Pavilion” (/2 ZRFHAGA* 2 Z- 1K), which appears in Book 11 of the Honchd

monzui, Ikeda argues that the once “vaguely grandiose nature” was reduced to “a miniature

world right before one’s eyes.”®" Fumiroki’s wakajo in question begins with the following lines:
It is autumn.

As intense darkness falls on this breezy evening,
We are glancing over the wind and streams in the front garden.

As the moon floats on the water,
58. X OREEMIRFRICHA LTI .. Ikeda, p. 291.

59. KiE e B AR, NSO IREE 2 8 2 7o i, READIER S &, AKElEE 209 b oz, .
Ibid.

60. FARIIR R, Ibid., p. 292.

61. BN & L 72 HEK, HElio/MEA. Tbid.
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Crickets [lit. “insects”] chirp amidst the flowers. [...]

TR Rkt - Z -
S il 2 B
Hiz K,
W5 46, [...] (Emphasis added.) ©

In this wakajo, the concept “the wind and moon” (fiigetsu) is replaced by “the wind and

streams” (JEW, fiiryi). We have no way of knowing whether Fumitoki intentionally avoided

using the term fiigetsu because this is a waka preface. In contrast to “the wind and the moon” in
Emperor Saga’s poem discussed above, however, the term fiiryii in Fumitoki’s waka preface
seems to infer “nature” (in the abstract sense) in the constructed garden, which is exemplified by
the particular images of “the moon on the water” and “crickets chirp amidst blossoms.” (The
invoked images here are similar to those in the Kokinshii prefaces, as [ will discuss in Chapter 3.)

As another example of “fiiryii as seasonal objects (HASH) & L CDJAJR), Ikeda discusses Oe

no Masahira’s kanshi preface, entitled “Attending [with fellow literati] a Winding Stream
Banquet at the Minister of the Left’s [residence], on the third day of the Third Month, and with

[the same colleagues] improvising poems as wine cups float along the streaming water” (—H =
H &S - ZEAH I 7 [R] - (K] 332 - 1), that appears in Book 8 of the Honchd monzui®:

[...] Now, [we are here ] playing the game;

Where would we not enjoy today’s radiant water? But those who [have the
privilege of] lingering in a senior noble’s garden and entertaining
themselves in the poet’s utopia [lit. place where “peaches blossom™] are
still few.

62. SNKBT 27, p. 322.

63. However, lkeda cites only the first three lines of the quoted passage below.
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[Likewise,] who would not appreciate the wind and streams of this place?
But those who [are entitled to] queue with this group of grand literati, and
show off their poetic virtuosity are limited.

Today’s festivities are indeed exuberant, indeed exquisite.

[...]
R, LA -5 H 23K -
(10 ey e 8 e it

A NAS - o 2 B
[TiTRZIS 7 = B e S
SHZ%, BWARER, (Emphasis added.)*

By drawing to Masahira’s reference to “today’s radiant water” (% H Z #£7K), Tkeda

argues that the objectification of nature had further accelerated by Masahira’s time, to the point

that nature became merely “temporary” (¥ [Rf[\]). Because Masahira’s kanshi preface was
written to commemorate the Winding Stream Banquet ([ 7K, kyokusuien) in 1007, which
originated in China as a purification rite, his comment on the water specifically refers to the
winding stream that was “temporarily” created in his host’s residential garden, allowing cups of
sake to be floated upon it. According to the rules of the game, each of the invited “Daoists and

Confucian officials” ({ilIE}ff 5E) was supposed to compose an entire kanshi before his cup

flowed past the place he was standing.” In this regard, Ikeda’s argument that Masahira’s

reference to fizryii has more to do with “personal and temporary interests” (fifl Ay « B IRf ity il

1K) rather than “state building characters” (#5E Y{4:1%) is reasonable. Moreover, his

64. SNKBT 27, p. 262.

65. Ibid. For more information of the Winding Stream Banquet, see Yamanaka and Suzuki, pp. 192-3.
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conclusion that when fiigetsu ceased to embody “major natural phenomena,” it became “a day’s
entertainment” explains how mediated through banquets that accompanied the composition of
kanshi, the term fiigetsu eventually came to denote the composition of kanshi itself.*’

Critically reviewing Ikeda’s study, in his 1990 article titled, “On Fiigetsu—Before and

After Sugawara Michizane” ( "\ H ; H—EFHEE 2 H00Z L 70),* Osone Shosuke offered

a new historical perspective on the subject. Like Ikeda, Osone analyzes examples from the early
kanshi anthologies (even the Kaifiiso), and concludes that around the time of Sugawara no
Fumitoki (899-981), “the term fiigetsu came to denote Sino-Japanese verse and prose.”®
However, Osone pays special attention to the ways in which Sugawara no Michizane (845-903)
diversified the application of the term fiigetsu in his oeuvre. Osone presumes that Michizane
played a pivotal role in the transformation of the meaning of the term because like Yoshishige no
Yasutane (?-1002), who exalted Michizane as “the father of the Way of Literature, and the master

of the poetic realm,” Oe no Masahira (952-1012) calls him “the great father of the Way of

Literature, and the genuine master of fiigetsu” (LB Z KM, JEH ZZA ). In other words,

by Yasutane and Masahira’s time at the beginning of the eleventh century, fiigetsu was

synonymous with what Yasutane calls “the poetic realm,” namely the composition of kanshi.

66. KZWHMARBIER, —H DL, Tkeda, p. 294.

67. Ibid., pp. 293-4.

68. Originally published in Kanbungakukai kaiho (X423 % ), vol. 36. Also in Osone, vol.1., pp.
321-338.

69. XIRFIZ X > T THH ) DIEDIFFXDEIER L 72. Osone, vol.1, p. 333.

70. SNKBT 27., p. 347. However, this “composition” (3X bun) offered to the Kitano Shrine under
Masahira’s name, but was composed by his disciple, Nakahara no Nagakuni (H1 i 1% [E, 2-1054).
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To ascertain these literati’s claims that Michizane ultimately altered the Way of

“Literature” (3, bun), which could also mean “verse,” as opposed to “prose” (2, hitsu), Osone
briefly discusses the famous passage from the “Great Preface” to the Shijing (infix, Book of

Songs), which profoundly influenced Michizane’s poetics:

The poem is that to which what is intently on the mind goes.
In the mind it is “being intent”’; coming out in language, it is a poem’".

% ?S:ZF)?VZ&O E»/DZ%»E\ %u%j@fw%o 72

Osone draws attention to the following two statements made by Michizane:

Rhapsody is one strand of ancient poetry;
The poem is that to which what is intently on the mind goes.

BRAERE LI, A G 27

[Addressed to his friend Ki Haseo: Nowadays], I am becoming
increasingly oblivious to that feeling of being moved by things.
You guess [what I mean] and you will understand what inspires a poet.

ik 2l AEYES FEANZEL HETR] R

It is obvious that directly alluding to the “Great Preface,” Michizane’s first statement

contrasts “rhapsody” (H&, fir), a kind of rhymed prose, to “poems” (i, shi). He suggests that in

the composition of rhymed prose, conforming with the existing style of “ancient poems,” or

71. Translated by Stephen Owen. (Owen, p. 40.)
72. Quoted from Osone, vol. 1, p. 330.

73. Kanke bunsé ("2 X HL, 12 vols., 900), vol. 7, also in Honché monzui, vol. 1:11. Quoted from ibid, p.
331.

74. Kanke koshii (B4, 1 vol., 903). Quoted from ibid.
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poems from the Shijing, is required; but in the composition of poems, being true to the

“intentions” (i&, shi/kokorozashi) of one’s own feelings and thoughts is essential. Osone argues

that Michizane’s predilection for the “Great Preface” attests to his “awareness that poems were to
be composed when the mind is inspired by some [external] events or objects.”” Regarding the
“Great Preface” passage in question, in his commentary to the text, Stephan Owen similarly
discusses the dynamics between the “inner” and “outer” faculties of the poeticizing subject: “The

spatialization of poetic production in a ‘going’ [:Z] creates a model of movement across the
boundaries between inner and outer.”” Thus, rendering the key term zhi (7%) as “what is intently

on the mind,” Owen calls the “Great Preface” passage a “psychological definition” of poetry,
which became “the canonical definition for all subsequent poetry.””’

In appropriating this influential theory of poetry from China, Michizane not only
introduced the foreign concept in his numerous poetry compositions, he also internalized the
poetic ideal by living up to the “intentions” (i&) of his own “heart” (:[»). Thus in the second
statement quoted by Osone, which originally appeared in a letter (1K, jo) entitled “A Letter
Concerning the Disposition of the Collection of My Works” (#ik -2 £ IR, that Michizane wrote

in exile to his disciple Ki no Haseo (fC.5= 21, 845-912), Michizane claims that due to the

despondency in his life, external things no longer inspire his poetic imagination.” Shortly before

75. REIPN A CIREL DS M AE T A RIS D D TH B Z £ 2 HHE. Ibid., p. 330.

76. Owen, p. 40. According to Owen, the “paradigm of ‘inner’ and ‘outer’” was not a new concept in
Chinese poetics.

77. Ibid., pp. 40-41.

78. For a detailed account of Michizane’s life in exile, see Borgen, pp. 289-304.
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his death, Michizane entrusted to Haseo a collection of forty-six verse and prose compositions

from his years in exile, which would become Kanke Koshii (& 2% %4, Posthumous Collection

of Michizane s Writings, 903).” Even a short description like this suggests we can presume that
poet-scholars after Michizane soon began to deify him as the “the genuine master of poetry
[fiigetsu],” because they considered Michizane as the first poet in Japan to succeed in
accommodating the theory of Chinese literature to his personal taste and circumstances without
pedantry.

As for the term fiigetsu in general, Osone points out that in his prose and poetry
collection, Kanke bunso, Michizane refers to fiigetsu in various nuanced ways: as actual images
of the wind and the moon, as natural imagery that invokes poetic feelings (not limited to the
wind and the moon), as elegant entertainment that stimulated the appreciation of nature, and even
rather specifically as talent in the composition of poems.* Nevertheless, he stresses that
Michizane himself never used the term as an epithet for Sino-Japanese verse. Guided by the
historical perspective presented in Osone’s study, we can make the assumption that the
emergence of the understanding of fiigetsu as the composition of kanshi was a reflection of how
poet-scholars of the later generations, such as Michizane’s desciple Ki no Haseo and his
grandson Sugawara Fumitoki, dealt with his extraordinary legacy.

In order to ascertain this view, Osone analyzes four compositions by Fumitoki included in

the Honcho monzui, all of which refer to fiigetsu.*’ Among them, the most important is

79. Michizane’s letter to Haseo is included in the collection.

80. JET 2 2 Y, RFX DL HE. Osone, Vol. 1, p. 325.

81. They are in the Honcho monzui, Books. 2:57, 2:68, 6: 153 and 12:354.
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Fumitoki’s “ballad” (1T, ko, a type of free-style verse) entitled “Rokankd” (;ZPHAT, “The Ballad

of an Idle Old Man”), that appears in Book 12 of the anthology as the single representative of the

genre. Because it is a remarkable composition in multiple respects, I will quote it in its entirety:

Daytime and evening

Come and go, alternating.

Spring steals away; summer furtively turns dim.

Autumn grow will not stay; the daylight descends quickly.

Hours pass and [at night,] the dew in my garden grows cool;
At daybreak, fog on the window is still dark.

The students are all gone, and no longer visit my abode;
Old friends are too weary to stop by my gate.

On the floor, books are scattered, so inattentively, I look at them;
In the barrel, no wine is left, so naturally, I am awake.

Despite my advanced age, I have not yet forgotten our family treasure—
The composition of poems (fiigetsu);
Despite my [emotional] distance, I can still hear the clamor in worldly paths of life.

Nevertheless, I am incapable of making a living by watering fields [and raising crops]
Or fencing a backwater [and catching fish];

Nor can I practice musical instruments

Or learn composing songs, as a way of releasing my agony.

Then, what about retiring from my posts,

Wandering about and resting my tired body in a cave [like a Daoist immortal];

Or changing into a pitch-black robe, diligently fulfilling [the duties of a Buddhist monk],
And searching for dharma in a mountain grove?

I know [from the Shiji] that Sima Xiangru had a reputable talent in literature,

But his house had only four standing walls;

I also know [from the Shiji] that Sun Hong scored the highest and passed an exam,
But he was nearly an octogenarian then.
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Don’t you see the sight of piles of dark tomb mounds at Beimang Hill

In the evening rain?

Or don’t you see the sound in the rows of white poplars under the autumn wind
In the eastern capital suburb?
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(Emphasis added.)*

Fumitoki composed this poem in 977 when he was eighty years old. It is extraordinary
first because of its format, which consists of gradually lengthening lines. Gotd Akio remarks that
“character-accumulating poems” (JI5-&F, kajishi) or “pagoda-shaped poems” (FEIHE5F, hotoshi)
were occasionally composed by Tang poets, including Bo Juyi, but that most modern scholars

have overlooked the fact that Fumitoki’s ballad was composed in this format.*> According to

82. Gotd (2006b), pp. 111-113.

83. For instance, a modern print edition of Fumitoki’s ballad in NKBT 69, pp. 405-407 is not rendered in
this format. Furthermore, Gotd points out that Fumitoki’s ballad, the longest line of which contains
twelve characters, as opposed to more common seven or nine characters, shows an astonishing similarity
to the Tang poet, Zhang’s (I3, 721-780?) composition, including its rhyming scheme and the subject

matter, suggesting that the style and format of Fumitoki’s ballad was not his invention. See Gotd, pp.
115-124.
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Gotd, the first critic who drew attention to the “fan-shaped” format of this poem was Oe no
Masafusa in his Godansho.*
Secondly, Fumitoki’s ballad succinctly shows how he conceived of fiiggetsu. In his mind,

fiigetsu has become a “family treasure” (K&, kashi) of the Sugawara clan. In contrast to

Michizane, who regarded the composition of poems as primarily an individual matter, under the
direct influence of the “psychological definition” of poetry in the “Great Preface” to the Book of
Songs, Fumitoki claims that his skill in the composition of kanshi, which he amply displays in
this composition, is hereditary. Nevertheless, Fumitoki does not directly mention Michizane or
his poetic charisma as we saw in Yoshishige no Yasutane’s ganmon. By euphemistically relying
on his ancestors’ (no doubt including his grandfather Michizane’s) Academy-trained skill in the
composition of kanshi as fiigetsu, Fumitoki was expressing the wish that his family’s reputation
would recover after the fall of Michizane. If the ganmon composed in 986 by Fumitoki’s student
Yasutane was the first homage to Michizane as as Tenjin,* then it is possible that Michizane’s
public image was not fully restored at the time of Fumitoki’s composition of this poem in 977.
Furthermore, Fumitoki’s reference to fiigetsu as a “family treasure” can be viewed
alongside Oe no Masahira’s understanding of it as his “personal asset” (DA -Ji\H Z%E), as we
saw it in his application letter (sojo) for higher posts (Honcho monzui, Book. 6:160). Perhaps

because Masahira is a member of the Sugawara’s rival, Oe clan, he is too modest to call fiigetsu

their “family treasure.” However, if we compare Masahira’s letter to Fumitoki’s ballad, it is

84. See Ruijiibon 5:73 or 5:74, or Kandabon recensions of the Godansho. For my discussion of the
Godansho passage on this poem, see Chapter 6.

85. Osone, vol. 1, p. 321.
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obvious that the former alludes to the latter in multiple ways. (e.g. Masahira’s rhetorical
reference to “the house had only four standing walls” as a metaphor of extreme poverty, and also
his mentioning of his octogenarian mother and books.) From closely reading seemingly
unrelated texts that are loosely connected through the understanding of fiigetsu as a family or
personal treasure, we can envisage a master-disciple relationship between Fumitoki and
Masabhira, that transcended their family schism, and manifested itself through their mutual
commitment to a poetic way of life (fiigetsu), despite their shared persistent discontent as
scholar-officials. In the words of Osone, “It was natural that now that [these academicians’]
roles in society were significantly reduced [after the Engi and Tenryaku eras], they were more

2986

inclined to pursue poetry rather than the Confucian Classics,”* and their assertions that the

composition of kanshi and their talent therein are a hereditary privilege only accentuate the
“pathetic situation of the scholars who were trapped [in their own imaginary worlds].”®’

Lastly, compared to Yasutane’s ganmon, Fumitoki’s ballad indeed brings to the fore the
torment inflicted upon him due to his family’s traditional identity as a Confucian household.
While it may appear contradictory to his claim about fiigetsu being a Sugawara privilege,
Fumitoki’s ballad most powerfully depicts his sense of resignation in old age. He confesses that
what makes his life so hard is his position as a middle-ranking official, which estranges him from

both the humble producers of crops and other foodstufts, whom people of his social status

normally governed in the provinces on the one hand, and the music-playing, leisured senior

86. THHED Y% $sd & NI AEDF L FEA L D SEFIRICHERT 2 DIZHARDHEETH 5. Ibid, p.
333.

87. BEED SN TIT > 2 EFE DL W, Ibid.
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nobles, whom he served with his compositional skills, on the other. Through rhetorical
questions, Fumitoki further denies the possibilities of his becoming a recluse like a Daoist, or
taking the tonsure.

In sum, Fumitoki’s ballad reveals the harsh realities behind the gradual processes in
which fiigetsu became synonymous with the composition of kanshi, and the hereditary profession
of Sugawaras and the Oes. Ironically, as Sino-Japanese anthologies like the Wakan réeishii and
the Honcho monzui, in which these tenth and eleventh century academicians’ verse and prose
feature amply, took on a canonical role in the education of the aristocracy during the insei period,
various worldly outcries, expressed by those scholar-officials turned literati, like Fumitoki and
Masahira, were gradually forgotten. Instead, these scholars would become the protagonists of
various personalized setsuwa, in which they curiously reappear as men of “poetic
elegance” (furyir); and as these anecdotes became part of the collective memory, these kanshi
poets’ ability to interweave personal feelings (no matter how dejected they were) into fine
tapestries of “flowery language and embellished words” became a model for waka poets. Before
concluding this chapter, we must briefly examine how the poetic ideal of fiigetsu, already
glimpsed through ancillary genres of s9j6 and ganmon, actually manifests itself in the Honcho

monzui section on kanshi prefaces.

5. Kanshi Prefaces in the Honcho monzui
Earlier, I mentioned that nearly one-third of the Honcho monzui is devoted to a single

literary genre of “kanshi prefaces” (i, shijo), of which there are 139, in stark contrast to a

mere three examples in its Chinese model, the Wenxuan. In short, in the Honcho monzui, the
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genre of shijo presents itself as a microcosm that consists of the following eighteen categories:

“Climatic Phenomena” (K4, 11 examples), “Seasonal and Calendric Events” (IRffifi, 14),
“Mountains and Waters” (ILI7K, 6) [Book 8]; “The Way of Emperors” (#7iH, 2), “Human
Relations” (A ff, 3), “Human Affairs” (A, 8), “Banquets Before Departures” (fHEE, 8),
“Scholarly Discussions” (Gfii X, 14), “Residence” (J&FT, 1), “Summer Residence” (A2, 1),
“Brocaded Textiles” (ffi i, 1) and “Torches” (%I /X, 1) [Book 9]; “Michizane’s Mausoleum” (22
J&#, lit. “Confucius’ Temple”) 2), “Buddhist Ceremonies” (3543, 6), “Mountain Monasteries” (1]
3F, 5), “Trees” (K, 33) [Book 10]; “Plants” (¥, 19) and “Birds” (5, 5) [Book 11].

Hierarchically organized by subjects that concern celestial, natural and calendric matters,
interpersonal relationships, Buddhism and other miscellaneous issues, and ending with flora and
fauna, the range of subjects suggests the prevalence of kanshi in Japanese society by the time of
the anthology’s compilation in the mid-eleventh century. (Kanshi prefaces would not have been
written in a place where kanshi were not composed.) However, it is not difficult to imagine that
Akihira emphasized the ubiquity of kanshi composition with ambivalence. On the one hand, as
Sugawara no Fumitoki and Oe no Masahira considered fiigetsu as their family and personal
“assets,” Kidendd scholars after Michizane regarded their skills in the composition of kanshi as a
privilege of their institutional education. On the other hand, the proliferation of the practice of
kanshi composition in every sphere of society meant that kanshi had become a Japanese

“custom” (JEf, fitzoku) as waka had long been. In other words, the Kidendd-trained literati’s

tendency to regard the kanshi composition as their own or their families’ prerogative ironically

ushered in the transformation of kanshi from a state building discourse to a means of self-
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exploration. Were the scholar-official in the eleventh century aware that their kanshi poems were
becoming ever more similar to waka? How, then, did they maintain their social status and

identities as trained Confucian scholars (ffi %, juka), once they had become lyric poets who

mainly poeticize for themselves? I argue that the Kidendd-academicians’ way of dealing with
this reality was to draw a line between kanshi (fiigetsu) and waka (fiizoku) by simply referring to
them as such.

In fact, the topical classification of poetry anthologies was first experimented with waka

with the compilation of the Kokin waka rokujo (d4 FIHR/NWE, Ancient and New Waka in Six

Books, ca. 976-82), which divided some 4500 waka poems from the Man yoshii, the Kokinshii

and the Gosenshii, and classifies them into 516 topics. Considered the earliest example of the

genre of “topically classified waka anthologies” CBUENIEREE, ruidai wakashii), the Kokin waka

rokujo (hereafter Kokin rokujo) consists of six books, each containing the following subject

matter: Book One-the Calendar and Four Seasons (J5%/f); Book Two—Mountains (I11), Rice
Paddies (FH), Fields (*}f), Capital (#f), Countryside (FH<), Dwellings (2%), Humans () and
Buddhist Matters ({A5F); Book Three-Bodies of Water (7K); Book Four—Love (72), Celebrations
(i) and Departures (ill); Book Five-Miscellaneous Thoughts and Feelings (#£/&), Clothing and
Accessories (Hfiffi), Colors () and Textiles (#i#%); Book Six—Plants (%%), Insects (H), Trees
(/K) and Birds (&). Although the redactor of the Kokin rokujé is unknown, some scholars

attribute the work to the academician, Minamoto no Shitagd (J5lH, 911-83),% the author of the

88. See for instance, WBJ pp. 212-3, under “Kokin waka rokujii.”
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first Chinese and Japanese dictionary, Wamyo ruijisho ({2 435D, Notes on Topically

Collected Nouns in Japanese, 10 vols. or 20 vols., ca. 931-38).%

On the surface, the scheme of classification in the kanshi preface sections of the Honcho
monzui and the Kokin rokujo appear almost identical except for “The Way of Emperors” and
“Scholarly Discussions” in the former, and “Love” in the latter. What is even more remarkable is
that the Honcho monzui features many kanshi prefaces on flora and fauna, in particular on
“trees” with numerous prose compositions on cherry blossoms and fallen leaves—the best
represented seasonal topics in waka anthologies. The incorporation of perspectives associated
with waka in the Honcho monzui was most likely mediated through the Wakan roeishii, an
anthology of Chinese, kanshi and waka poems, which is also divided into similarly encyclopedic
topics, each of which includes examples of the three major types.”

These topically categorized anthologies often served as “primers” (F& 52, lit. “books of

enlightenment”), and were intended to be used as reference material for youth learners or non-
scholars. Because of their fundamentally non-scholarly nature, the compilation of primers were
usually not carried out by the Kidendo-trained Sugawara and Oe “Confucian” scholars. Modern
scholars have argued that because Akihira was a self-made (kika) scholar, although he shared the
similar academic background as the Sugawara and Oe academicians, he was less restricted by
family traditions, and therefore was able to compile an innovative book like the Honcho monzui,

which not only served as a practical book for general audiences, but also well reflected the

89. For the biography of Shitagd and discussion of the Wamyo ruiju sho, including Shitagd’s preface to
the dictionary, see Chapter 5 of Brian Steininger’s dissertation. (Steininger, pp. 181-216.)

90. The Wakan roeishii also contains prose excerpts in Chinese and Sino-Japanese.
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compiler’s thoughts on literature.” In other words, the Honcho monzui is a collection of
Akihira’s literary and social criticism, through which he attempted to solve the issue of what
academicians could do once their Confucian upbringings were no longer valued in society.
In structural terms, the expansion of kanshi prefaces in the Honcho monzui is actually
foreshadowed by Akihira’s idiosyncratic selection in the preceding section on “book
prefaces” (shojo) in Book 8. As mentioned earlier, his omission of the prefaces to the three
imperial Kanshi anthologies of the Ryounshii, Bunka shiireishii and Keikokushii was highly
questionable, considering the symbolic roles they served in the formation of the Confucian

political ideal of “state building through literary enterprises” (3L FEAE[E, bunsho keikoku) in mid-

ninth century Japan. Of the six “book prefaces” Akihira selects, four are introductions to legal

codes such as the Ryé no gi ge (‘7 7%f%, Commentary to the Yoré Code, 10 vols., 834), Konin
kyaku (5MZ4%&, Collections of Edicts and Legal Amendments from 701 Through 819, 40 vols.,
partially extant), Jokan kyaku (B}, Collection of Edicts and Legal Amendments from 820
Through 868, 12 vols., lost), and Engi kaku (JE =4, Collection of Edicts and Legal Amendments

from 869 Through 907, 12 vols, lost). What are selected together with these as book prefaces are
two highly personal essays entitled, “Preface to My Kanshi Poems Composed After the Engi
Era,”(Jit &= DA% 557) and “Preface to the Collected Works of Priest Kyokd” (VP FIHUAEET).
The former was written by Ki no Haseo,’” and the latter by Minamoto no Shitago. I believe that

Akihira selected Haseo and Shitagd’s essays; both can be read in the light of “defense of kanshi

91. See for example, Satd (2003), pp. 5-10.

92. Annotated in SNKBT 27, pp, 50-54.
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poetry,” together with some of the most formal writings in the history of the ritsuryo state, in
order to endow the numerous kanshi prefaces that follow them with symbolic significance. In
other words, these essays, written (in Shitagd’s words) in honor of “those who have profound

knowledge of literature, and are skilled at composing poems” (& R 15 -&F - ZHiE),”

figuratively serve as “prefaces” to the colossal section on kanshi prefaces in the Honcho monzui.
In particular, Haseo’s essay, written after Emperor Daigo’s Engi era (901-23), features his
personal recollections of Michizane. Considering the later academicians’ glorification of
Michizane as the master of fiigetsu, 1 cannot help but see Akihira reading special meaning into
Haseo’s essay, which consists of the following four topics: 1) Haseo’s brief autobiographical
reference to the time before he met Michizane; 2) his memories of how he became Michizane’s

disciple, how they interacted with each other at various “literary gatherings” (3{4%), and how his
skill in the composition of kanshi improved during those years; 3) and his report on Michizane’s
being “charged with a crime and being demoted at the end of the Shotai era [898-901]” (& -E &
K. HRMEIEAE, ) and “death [in exile] in 902" (E= 4, ZAL-HY) ., ),
accompanied by a quotation from the farewell message sent by Michizane to Haseo: “Consultant
Haseo must be overwhelmed by hard work [as an official] all alone [in the capital], while all my
other contemporaries are great scholars [and not poets]” (FCAHAIE - BB . HRTFZERG
f#. ); and 4) Haseo’s criticism of his fellow academicians on account of their “unpoetic” life as
“Confucian scholars”:

Because Confucians serving at the imperial court are numerous, I have
many colleagues. They are all the followers of Wang Bi and He Yan

93. Ibid., p. 256.
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[Confucian scholars from the Chinese kingdom of Wei (220-65)], and
never learned the manners of Pan Yue and Xie Lingyun [Chinese poets of
the Six Dynasty period]. What [these scholars] pick up and reject [among
the things they learn from the Chinese Classics], as well as what they
approve and disapprove, are different from [mine]. It is not that they are
passionate about something, or dislike something in particular; they simply
do not understand the varied richness of different literary genres. Sima
Qian said: “For whose sake am I doing this? Who is listening to me?” For
these reasons, after the Engi era, I have been unwilling to compose poems.
Itis as if [ am futilely abandoning the wind and the moon, and rejecting
intoxicating blossoms. Even when invited to public banquets, I no longer
think deeply about poetry composition, and only do my best to avoid
grammatical and metrical errors.

If something that comes into my view evokes certain feelings, or whenever
I feel that my emotions are stirred, I simply allow what comes to mind to
guide me, and prefer not to trouble myself with scrupulously pondering
what to say. To choose [words] in accordance with their [natural]
resonances results in greater harmony than contriving [rhyme schemes and
other constellations of words] in advance. Casting out beautiful words and
expressions, I compose and recite poems alone, and refuse to show them to
others.

RS, BEAE, BTz .. A H -z BUE
AV, BIEER, SR -ZM AT, 3R H-SUR 28 A,
AEA .., s, BTz, MPEEDE, AL
a JEHAEL, EEEEA T, MECRY-NE . A -ERE . FUEE- RS
ZEME, #HRSLEA, BEREE), T80 L2, A9
b AL S TV 3T I N A A0 T S T o IO G L 1 (SN N S i 7
Ao * (Emphasis added.)

In this essay, Haseo criticizes his fellow scholar-officials for their utilitarian approach to
Chinese history and literature, which demonstrates their superficial understanding of the foreign

culture. By accusing these scholars of not appreciating the “varied richness” (8, “essence,

flavor”) of “literary compositions” (3 f4%), Haseo reiterates the point made by Michizane that

94. Tbid., p.255.
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they were serious scholars of the Confucian classics but not necessarily poets. Furthermore,
alluding to Michizane’s own adaptation of the psychological definition of poetry in the “Great
Preface,” Haseo argues that after Michizane’s death, he is distancing himself from his fellow
literati by faithfully living up to the poetic ideal prescribed by Michizane.”

One may argue that Hasao’s “rejection” of fiigetsu contradicts my argument that it
became the modus operandi of the poetic universe wherein kanshi was composed at every social
occasion. But we should interpret Hasao’s reference to fiigetsu as rhetorical, because his
comment about his openness to “whatever comes into his view,” and attentiveness to his own
thoughts only attest to his acceptance of fiigetsu, namely, that which invokes “poetic feelings” in
the mind. For these reasons, Akihira’s inclusion of Haseo’s essay as one of the exemplary
“prefaces” to the subsequent sections on kanshi prefaces can be interpreted as his symbolic
testimonial that even after the Engi era, Kidendo-trained scholar-officials actually heeded
Haseo’s criticism, and were willing to shift the focus of their career pursuits from pedantic
scholarship to the composition of more personalized prose and verse. In retrospect, Michizane
and Haseo’s espousal of a more spontaneous approach to the composition of kanshi shows
striking similarity to the theory of waka promulgated in the Kokinshii prefaces, also products of

the Engi era.

95. “I simply allow ‘what comes to mind’ [i&] to guide me...”
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Chapter 3

Constructing A Literary History of Waka Before the Twelfth Century Through Waka Prefaces

Introduction

The previous chapter examined how kanshi prefaces (skijo) and Chinese compositions in
other literary genres (buntai) such as application letters (sojo) and supplicatory Buddhist prayers
(ganmon) in the literary anthology Honcho monzui (ca. 1058-65) provided vivid portraits of
Kidendd academicians in the tenth and eleventh centuries. Those writings demonstrated that the
Sugawara and Oe scholars differentiated the composition of kanshi from other professions, and
appropriated the former as their family prerogative because of the reduced status of their role as
“Confucian scholars” (juka), originally trained to assist learned imperial rulers’ “building of the
state” (keikoku) through their literary skills, in particular, the composition of verse and prose in
highly stylized Chinese.

In this chapter, I focus on waka prefaces (wakajo) and through them attempt to construct
a literary history of waka between the mid-eighth through the late eleventh century. In the
Honcho monzui, waka prefaces, including the Chinese preface to the waka anthology, Kokinshii
(905), are regarded as ancillary, a sub-genre of kanshi prefaces. However, before the twelfth
century, there was no systematic approach to waka or a tradition of writing lengthy
commentaries on waka, and poets’ self-reflective discussion on the genre often took the form of
prefaces to individual poetry collections. A few individual short waka treatises written in
Japanese by the courtier Fujiwara no Kinto (966-1041) are exceptions, but even after Kinto,

wakajo continued to be written by both waka and kanshi poets.
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I first examine the Japanese preface (“Kanajo”) to the Kokinshii. (Because “Kanajo” is
written in Japanese, technically speaking it is not a wakajo.) I discuss how it defines waka as
manifestation of universal poetic language, through which human beings spontaneously express
emotions. I then turn to the presumably oldest extant waka treatise, Kakyo hyoshiki (Basic Rules
of Waka, 7227), written in Chinese by the academician Fujiwara no Hamanari (724-90). In
analyzing Hamanari’s preface to this treatise, I discuss how he defines waka using rhyme
schemes and other formalistic elements of kanshi composition. I compare Hamanari’s treatise to
the Chinese preface to the Kokinshii (“Manajo”), and speculate why the compiler of the Honcho
monzui, Fujiwara Akihira, dismissed the former and selected the latter as the chronologically first
example of wakajo. Finally, I examine the waka poet No6in’s (988-active 1051) waka preface to
his own poetry collection, Noin shii (The Works of Noin, after 1045). Noin was trained in the
Kidendo curriculum at the State Academy before taking the tonsure. I discuss the significance of
his writing about waka in the manner of a kangaku academician, while harshly criticizing
society’s disregard for waka.

Each of my textual analyses of these waka prefaces will be followed by a brief discussion
of their reception by twelfth-century waka scholars. Regarding the Japanese preface to the
Kokinshii, I examine how the later poet-scholars embraced a certain recension of the text that
contained a set of pre-twelfth century interlinear comments called sachii (“comments in the left
margin”) or kochii (“old commentaries™). As for the Kakyo hyoshiki, | examine how twelfth-
century poet-scholars regarded it as a prototype for a series of waka handbooks called kashiki
(rule books of waka). I also discuss how Fujiwara no Kiyosuke (1104-77) constructed the

biographical image of Noin as the object of worshipping among middle-ranking male officials
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who often served in the provinces, for his “passion” (suki) for the composition of waka.

1. Universalist Definition of Waka in the Japanese Preface to the Kokinshii

In the literary history of waka, the most influential are the two prefaces to the Kokinshii.

The “Kanajo” ({x44)%*) in Japanese is attributed to the waka poet Ki no Tsurayuki, and the
“Manajo” (E:44)¥) in Sino-Japanese to the scholar-official Ki no Yoshimochi (f2i{, 2-919,

Haseo’s son). Although discussions in the two prefaces only concern waka, in the early tenth
century, formal discussions of poetry, in particular in the vernacular Japanese, were rare. In fact,
both pre-modern and modern scholars have speculated on the relationship between the two
prefaces, (e.g. the compositional order), but there is no scholarly consensus.' In order to shed
light on some of the innovative ideas in the two prefaces, as well as to illustrate how a proper
understanding of these issues became an “internal” stimulus for the consolidation of “waka
studies” (AK“# kagaku) by poet-scholars in the late twelfth century, I will discuss some of the
representative twelfth-century commentaries to the Kokinshii prefaces. An attempt to analyze the
Kokinshii prefaces in conjunction with their historical receptions may lead to confusion.

However, because the texts we read today (even in modern print editions) are without exception

1. For instance, Ozawa Masao hypothesizes that the “Kanajo” was written by Ki no Tsurayuki, whereas
the “Manajo” was likely to have been written by Ki no Yoshimochi. He also argues that the “Manajo”
was written before the “Kanajo.” For details, see Ozawa (1963), pp. 131-55. In contrast, Sasaki
Nobutsuna maintains that the “Kanajo” precedes to the “Manajo.” NKT 1, “kaidai,” pp. 20-23. For the
most comprehensive summary of the scholarly debate over the issue, see Konishi (1951, vol. 2), pp.
336-46. (Konishi Jin’ichi also supports the view that the “Manajo” precedes the “Kanajo.” However, he,
like other scholars, stresses Tsurayuki’s involvement in the composition of the “Manajo.”) In fact, the
authorship of the two Kokinshii prefaces was a curious issue for poet-scholars in the twelfth century. For
instance, in the concluding section of his Kokinshii jo chii, Kenshd (#EIA, ca. 1130-ca. 1210) introduces

the kangaku scholar Fujiwara Atsumitsu’s (&5 B0, 1063-1144) opinion that the Manajo was most
likely to have been written by Yoshimochi’s father, Ki no Haseo. (NKT bekkan 4, p. 164.)
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based on some of the most valorized medieval or early-modern Kokinshii manuscripts, all of
which are derived from a handful of carefully collated (and thus “authenticated”) manuscripts of
the Kokinshii from the insei period, any discussion of the Kokinshii prefaces requires an
understanding of some of the major “events” that took place in the long history of their textual
reproduction and transmission.” For this reason, I will discuss some of the fundamental issues of
the “Kanajo” as an embryonic, pre-twelfth century criticism of waka, with special attention to the

interlinear commentary known as sachii (Z:1%)* or kochii (13), which is often integrated into

the main text of the “Kanajo.” The “Kanajo” begins with the following paragraph:

2. For example, the SNKBT edition of the Kokinshii is based on a mid-seventeenth century copy of a
1318 manuscript that was transcribed by Fujiwara no Tamesada (J#&i{ 257, 1293-1360), the great-

grandson of Teika’s grandson, Fujiwara no (Nijo —.5%) Tameuji (%5t 25K, 1222-1286, Tameie’s son),
based on Teika’s own 1223 (J66 EiJis 2) manuscript of the Kokinshii. Teika’s own 1223 manuscript does

not survive. However, RSS 2 contains a facsimile of a much earlier copy of Teika’s 1223 manuscript,
which was transcribed by Teika’s grandson, Priest Kakuson (% %7%H]I, Tamaie’s son) under the

supervision of Fujiwara no Tameie (i 2528, 1198-1275, Teika’s son). In his “kaidai” to RSS2, Katagiri

Yaoichi points out that because Teika’s 1223 manuscript of the Kokinshii was used as the “authorized
text” (REA) for the “Kokin denju” (i 5 {5#%, “transmission of secret teachings regarding the

Kokinshit”), the master-disciple relationship among waka poets, semi-institutionalized by the Nijo family
throughout the medieval and early-modern period, Kokinshit manuscripts that derived from Teika’s 1223
manuscript “outnumber” any other recensions. (RSS 2, “Kaidai,” pp. 24-5.) Teika is known to have
made at least seventeen copies of the Kokinshii throughout his life. For detailed information of each one
of these textual (re)production, see Katagiri’s “Kaidai” in RSS 2, pp. 3-14. Akase Tomoko (ZRHHAIT-)

also briefly discusses Teika’s involvement in the production of the Kokinshii manuscripts. (However, she
counts the total number of his Kokinshii manuscripts as sixteen, not seventeen.) Akase, p. 83. Originally
published as “Shoki no kokinshii chiishaku to waka no ie no tenkai-insei ki kara kamakura ki’ (#1}{ D iy

SR & AR DO R D EEH— BB 2> & #f& 1) in Yokoi Kaneo and Arai Eizo eds., Kokinshii no
sekai—denju to kyoju (558 DM 5$% £ Z3Z, Tokyo: Sekai shisdsha, 1986), Akase’s book chapter

(pp. 75-93) provides a useful overview of the history of the Kokinshii scholarship in the eleventh through
the early fourteenth centuries, especially focusing on the late twelfth century, which saw the emergence of
poet-scholars such as Shomyd and Fujiwara no Norinaga, and the family-based Rokujo and Mikohidari
schools of waka. Each of these topics are further developed by Akase herself (pp. 94-113 on Shomy0d)
and a series of articles by Asada Toru and Kami Hiroyuki.

3. The term sachii is generic, and commentaries in the sachii format are found in manuscripts of other
texts, such as the Man yoshii.
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Japanese songs, with the human mind as their seeds, have grown into a
myriad of leaves of words. By the time human affairs and actions had
become complex, people in society began to express their feelings in
association with what they saw and what they heard—that was the
beginning [of Japanese songs].

When one hears the warbler’s chirping among the blossoms, or the
croaking of a frog in the water, among all sentient beings in the world, who
can resist singing a song?

It is songs that gently stir heaven and earth, affect the minds of invisible
gods and demons, harmonize the relations between men and women, and
comfort the souls of fierce warriors.

PELEILE, DEDT>AZ2NRELT, £ATD
ZEDRBEZERND TS, HPIZHIAN, TELT
LIFEDOHNUE, DICBLLILEZRAZDDEL
BDIZDTFTHOBEEL LD, fEIZZ ) COT,
KIZTEPIFODZ 22 Z I, wEELWITS
bDVONPI 2 LEIH TS, borozdbond
LThDHOE% ) THhL, OICHZIA BIcHz
bHlINEEBBIEFE, 220Dk drzbPld
S, ZEbD> K002 RTILDIE, H %
7D, (From Teika’s 1226 manuscript of the Kokinshii)*

Visually rendered in Teika’s characteristically exuberant kana syllabary with a minimum

use of Chinese characters, with numerous references to nature images and fairly-tale like

1313 (1313

depictions of “earth and heaven,” “gods and demons,* “men and women,* and “fierce warriors,”
a quick reading of the “Kanajo” may give the impression that waka is all about the beauty of

flora and fauna, and the splendor of creationist mythology in ancient Japan. However,

4. RSS 2, p. 14. My translation is based on the Karoku 2 (1226) manuscript of the Kokinshii, transcribed
by Teika himself. To facilitate the reading, however, I added the punctuation and “dakuten” (voicing
marks) in the Japanese text. Also, in order to emphasize the dynamics of the arguments in the otherwise
run-on passages, in the translation, I divided the paragraph into three sections.
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underneath the bucolic tapestry surprisingly logical arguments about the nature of poetry unfold.

First, through the metaphoric use of “seeds” (72 43), “minds/hearts” (Z Z %) and

"’ >

“language” (lit. “leaves of words,” Z & D (3),’ the “Kanajo” declares that waka—introduced here

as ”Japanese songs” (yamato uta)—derives from the human mind. Carrying over the botanic
motif of the opening line by the word “complex” (shigeki, lit. “luxuriant’), in the second
sentence, the preface makes a bold statement that waka is the representation of human emotions
that emerge in various circumstances, expressed through visual and auditory images. The

somewhat ambiguous verb tsukeru (1} %) suggests that everything that comes to one’s mind
(MZTEDH S T &) was primarily expressed figuratively through the descriptions of what one

saw and heard.’

The “Kanajo” further expounds on the organic relation between human cognition and
external sensory stimuli by giving examples of “the warbler’s chirping among the blossoms,
and “the croaking of the frog in the water.” These examples suggest that the visual sensation of
these particular scenes must be pleasant enough (e.g., the presence of blossoms and quietly
streaming water is assumed in the background), but it is mainly the “sounds” made by the

warbler and the frog that make the viewer sing. (Nature as envisioned in these examples can

5. According to Kojima Noriyuki and Arai Eiz0o, the modern commentators of the SNKBT edition of the
Kokinshii, this botanical metaphor has its origin in the following passage from the Collected Works of Bo

Juyi (AR - PIu/LE): “BANLE, BT, SvEiREES, $FEEE  OEARsE 1
J\, quoted in SNKBT 5, p. 338.)

6. This schema best describes kibutsu ei (ZFJ7K, “object poems™), that collectively appear with

attributions to anonymous poets in Books 7 and 10 of the Man *yoshii. For a discussion of some of the
kibutsu poems from Book 10, from the viewpoints of “imagination” and “nature,” see my article in
Japanese, “Manyashii maki jii no kibutsuei ni okeru shizen to s6zdryoku no mondai ni tsuite” (& 45555

T DFYFKIC BT B HR &GS ORIEIZ O T) in jia yigaku 143, pp. 88-94.
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exist either in the wilderness or in artificially crafted gardens.) Moreover, by raising a rhetorical
question, “among all the sentient beings in the world, who can resist singing songs,” the
“Kanajo” implies that humming or the act of enunciating sounds with some variations in pitch
and rhythm is so fundamental to human behavior that even other living creatures will act in a

similar way. In other words, people may be drawn to the bird and frog’s “voices” (Z 2.), more

than their appearance, because they hear in them something akin to their own vocalizing or
singing.” Earlier, I mentioned that in pre-twelfth century waka prefaces, waka was often
considered a “custom” of Japan. However, the argument presented in the “Kanajo” is that of a
universalist, concerned with elucidating the human act of sound making through utterance—
speaking, singing, rhyming and the recitation of poems—in the broad category of which waka (lit.
“Japanese songs”) is included.

In the third part of the passage quoted above, the “Kanajo” concludes its definition of
waka by proposing its practical functions and benefits. Although the effect of the argument is

slightly obscured by the use of plain verbs, such as “to stir” (9 Z2>7"), “to make one feel” (¥
b 139, “to harmonize” (13 & ") and “to comfort” (7% <" I €¢), the “Kanajo” makes the
point that because waka is a type of “song”—the universal language though which humans

express emotions—poetry acts upon the human mind, and facilitates inter-personal

communication. Thus, in human relationships, the power of waka manifests itself “gentl[y]” (&

7. The Kokinshii preface author’s analogy of human speaking voice to that of ““all the sentient beings in
the world” appears strikingly similar to what the modern linguist Roman Jakobson (1896-1982) calls the
phatic function of language, which is characterized by a “profuse exchange of ritualized formulas” for the
purpose of prolonging communication. Jakobson says that “the endeavor to start and sustain
communication is typical of talking birds; thus the phatic function of language is the only one they share
with human beings.” (From “Two Aspects of Language and Two Types of Aphasic Disturbances, 1956, in
Jakobson, p. 69.)
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5 % H W d lit. “even without adding much force™), because based on the universal

cognitive model discussed above, all sentient beings (here paraphrased as “heaven and earth,”

29 ¢

“invisible gods and demons,” “men and women” and “fierce warriors”) are born with the ability
to appreciate “songs.”

This view is the origin of the idea of “moral power of waka” (katoku H{E), the belief

that the composition of a “meritorious” waka could bring about the fulfillment of personal
wishes, as in the case of Akazome Emon’s poems in the Konjaku monogatarishii discussed in
Chapter 1. However, in contrast to the Konjaku editor, who as discussed earlier, judged waka
mainly by their cleverness and wit, the author of the “Kanajo” does not rule out the importance
of certain aesthetic virtues in his discussion, such as the pleasantness of the sound. For example,
“the warbler’s chirping” and “the croaking of the frog” stimulate people’s poetic imagination,
whether for the inexplicable serenity or the strangeness of the sound, the “Kanajo” suggests that
certain elements in the musicality of waka (presumably when recited) create a sense of unity and
harmony among people.

In a sense, what the “Kanajo” attempts to expound on waka is not only logical but
profoundly linguistic and philosophical. By making the theme of the first paragraph “songs” and
other aural phenomenon, the preface not only defines waka from a musical point of view, but
also touches upon the mystery of language in general, raising questions of phonology, and why
certain words in certain languages consist of certain phonetic values, and why certain words in
certain language sound more pleasant than others. Recognized as such, throughout the “Kanajo,*

waka (after its first introduction as “Japanese songs”) is referred to as “songs” (uta 9 72). In

other words, there is no “waka” but only songs in the “Kanajo.”
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Because the “Kanajo” was written as an introduction to the subsequent twenty books of
the Kokinshii, it contains basic information about the anthology, such as the names and titles of

the four compilers,’ editorial guidelines,’ and a praise for Emperor Daigo (Fififi K &, 885-930, r.

897-930)—the imperial commissioner of the anthology."” However, supplementing the
universalist definition of waka with a discussion of more localized topics, the “Kanajo” also
contains literary and social histories of waka, ascribing its origin to the primordial age of
mythological gods and goddesses;'" discussions of the “six styles of songs” in the manner of the

Six Principles (7N7% rikugi) of poetry, which originated in the “Great Preface” to the Shijing (i}
#&, Book of Songs) and flourished during the Six Dynasty period (212-606) in China;' and

appraisals of the poems composed by the six model poets of Priest Henjo, Ariwara no Narihira,

8. They are “Grand Secretary Ki no Tomonori (KL #l A HI), Imperial Librarian Ki no Tsurayuki ({#]
FHPT T #LH ), Former Officer in the Province of Kai Oshikdshi no Mitsune (Hif FHZE/NHE NN 45
1), Member of the Ministry of the Right Palace Guard Mibu no Tadamine (£ "Ik LA S).”
SNKBT 5, p. 16.

9. For instance, the “Kanajo” mentions that Emperor Daigo ordered that the four compilers to “select old
poems that are not included in the Man ’yoshii, as well as the redactors’ own compositions” (J7 HEEEIZ A

SHhEER, HSDZHHES LDV THRT, ) SNKBTS, p. 16.

10. Tsurayuki, one of the editors and the author of the Japanese preface to the Kokinshii, for instance,
expresses his “joy in being a contemporary of [the commissioner of the Kokinshii, Emperor Daigo] and
becoming a participant in this imperial project [lit. “that which takes place during this emperor’s

reign]” (ZOMIZFHIC K EFNT, ZOFHOKIZENDZZRE, =0 5). Ibid, p. 17.

11. “This thing called [Japanese] songs first appeared when the Heaven and Earth opened.” (Z Dk, K
HDOBAR[O S IR E D ARk H . HIZRIZIT D, ) SNKBT 3, p. 5.

12. “To begin with, there are six styles of songs” (Z d / \ . DKL, /S27% D). Somewhat

reluctantly admitting the continental origin of this classification of poems, (“This must also be the case in
Chinese poetry” JED&EF [I 72112 H . 22 £ H % X ¥), the “Kanajo” introduces the six styles of

waka—Z ~NHR, D2 FANHK, o WK, 7o & AHK, 72 s LR, and W iE OVR—with examples. Ibid, pp.
6-9.
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Funya no Yasuhide, Priest Kisen, Ono no Komachi, and Otomo no Kuronushi."

2. The Mysteries of Old Commentary in the Japanese Preface to the Kokinshii and Twelfth-

Century Waka Exegetists
Because of the cursory manner in which “Kanajo” discusses these topics regarding the
origin and the historical development of waka, it has long been an object of scholastic scrutiny.

A set of interlinear notes called sachii (/£iE, lit. “note in the left-side margins™) by modern

scholars, were added to the Japanese preface to the Kokiinshii before the early twelfth century.'
For example, the “Kanajo” mentions some of the legendary characters from the Japan’s earliest
historical chronicles—the Kojiki (5 955L, Record of Ancient Matters, 712) and the Nihon shoki
(HAFZERL, Chronicles of Japan, 720)-as the pioneers of waka composition. However, the
author of the preface simply assumes the reader’s familiarity with these names, and provides few
explanation of the narrative contexts in which their poems appear. Likewise, each of the “six

styles of songs” is represented by a single example, but no explanation is provided, while the

compositional style of the “six model poets” are critiqued with terse comments but no examples.

13. Priest Henjo (@l 816-90), Ariwara no Narihira (7EJ53£°F, 825-80), Funya no Yasuhide (LR
75, active during the reigns of Seiwa and Yozei emperors in the late ninth century), Priest Kisen ({3,
active in 810-24), Ono no Komachi (/N#f/]M], early to mid ninth century), and Otomo no Kuronushi (X
KB, date unknown) For a detailed discussion of each of the Six Immortals of Waka (rokkasen 755K
fil1), see, for example, Ozawa (1976), pp. 159-96. However, the term rokkasen does not appear in the

Kokinshii prefaces. According to the Waka bungaku jiten, the term itself was devised around the time of
the second imperial anthology of waka, Gosen wakashii (P2 EENIHKEE, Subsequent Anthology of Waka,

951). WBJ, p. 706, under “Rokkasen.”

14. Nishimura Kayoko points out that the earliest extant manuscript of the Kokinshii, the Gen’ei
Recension (JLZKAN, 1120) already contains the sachii, which she calls kochi (#7F). Nishimura, p. 10.
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In short, these are the passages in the main text of the “Kanajo,” where the anonymous
commentator of sachii inserted his interlinear glosses. In contrast, the absence of the sachii
comments in the opening paragraph of the “Kanajo” suggests that the commentator did not think
the issues discussed there were contestable.

Regarding the sachii comments, the literary historian Nishimura Kayoko (PaF i+,

1946-96) proposed the highly compelling argument in a 1995 essay that they were written by the

courtier Fujiwara no Kintd (i 23T, 966-1041, the compiler of the Wakan roeishii) after he

had written comments on the “Manajo,” in order to demonstrate his own understanding of the
relationship between the Chinese theory of Six Principles and the “six styles of songs,” and also
to aid female readers of the “Kanajo,” who were not necessarily familiar with myth-histories."
Equally significant is the fact that by the time the earliest extant commentary to the “Kanajo”
was written in the late 1160s, a tradition of copying the sachii comments into manuscript
versions of the “Kanajo” had been established. Therefore, the interlinear glosses, now attributed
to Kinto, appear in the majority of medieval manuscripts of the “Kanajo,” sometimes with
indentations or other discourse markers, sometimes completely integrated into the body of the
main text.

For instance, in the Kokinjo chii (2% )7 if, Commentary to the Preface to the Kokinshi,

before 1168), the earliest extant commentary to “Kanajo,” transcribed by Priest Shomy®d (i,

15. Nishimura’s article, “Kokinshii kanajo ‘kochii’ no seiritsu” ((F 5 8EIK4F THE ) DT,
originally appeared in Chitko bungaku (15 %), vol. 56 (1995). It is included in her book, Heian koki
kagaku no kenkyii (FZR& MR E DS, 1997), pp. 18-31. Kintd’s comments to the “Manajo” does not
survive independently, but Nishimura reconstructs the text through its citations (3% ) in Kenshd’s
Kokinshii jo chii. (Nishimura, pp. 21-26.)
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also known as Fujiwara no Chikashige /#5815, 1112-877), the sachii are indented from the

main text, and the anonymous exegetist’s own comments (mainly on sachiz) are further indented,

resulting in a three-tiered structure.'® Similarly, Priest Kenshd’s (I, 1130?-1209?) Kokinshii
Jjo chii (75 4E/71F, Commentary to the Kokinshii Prefaces, 1183), in which corresponding

passages from the Japanese and Chinese prefaces to the Kokinshii are paired, sachii (which

appear only in the “Kanajo”) are called kochii (i7F, “ancient commentaries™), clearly

distinguished from Kenshd’s own comments, “present-day commentaries” (“77%, konchir).\”

16. According to the colophon of the Kokinjo chii, Shomyd made the manuscript based on the “Oe
Family’s Recension” (J.Z¢A), which does not survive. (The inscription is of interest because it suggests

that kangaku scholars of the Oe family were involved in annotating the Japanese preface to the Kokinshii,
at some time.) The text of the Kokinjo chii is available in SNKBT 5 (Appendices), pp. 416-21. For a
facsimile reproduction, see a4 i 5 FIAKEE (B2 PE). The earliest extant commentary to the

“Manajo” is also known as the Kokinjo chii ({5 7ik, Commentary to the Preface to the Kokinshi,

before 1167), and it is known to have been written by Shomyo. Text is available in SNKBT 5, pp.
374-415. For a study of Shomyo’s commentary to the “Manajo,” and its similarities to various medieval
commentaries to the Nihon shoki, see Akase Tomoko, pp. 94-113 and Nishizawa’s summary, pp. 122-26.

Shomy®d is known as the author of the Nan senzai (3 T-#§, Anti-senzaishit), a polemical text critical of
the seventh anthology of waka, Senzai wakashii (T-#H1#KEE, Collection of Japanese Poetry for
Millennia, 1188), that does not survive today. The setsuwa collection Kokon chomonjii (% % [HI4E,
Collection of Famous Tales from Ancient Times to the Present, 20 vols., ed., Tachibana Narisué W Z,
1254) includes a tale which records the shashikai (M ¥43, lit. “venerating the elderly poetry gathering”)

in the spring of 1182, which Shomyo (at the age of seventy-one) attended along with other “elderly” waka
poets, such as Horibe no Narinaka (Fi5l/8fH, eighty-four years old) and Shuné ({2, seventy years

old). According to this anecdote, Shdmyd wrote a “Japanese preface” (K44 DJF*) to commemorate the
event. (SNKS 59, p. 264.) In his waka treatise, Mumyosho (#4449, Nameless Book, after 1211), Kamo
no Chomei (B%3HH, 1155-1216, Shuné’s disciple) makes occasional references to Shomei as a highly

opinionated and knowledgeable person about waka. (See, for example, NKBT 65, pp. 40, 59.) For more
detailed textual study of Shomy®d’s exegetical works, see Asada (1990) and Nishizawa (1996), pp.
118-122.

17. From the inscription in the colophon (¥5) of the Naikaku Bunko Recension of the Kokinshii jo chii,

“Thereby, I sparsely recorded what my narrow mind investigated, and unwarrantedly prepare for His
Highness’s perusal” (#&#E WL AT, A&0i7TE 2%, ), it can be surmised that Kenshd submitted

the Kokinshii jo chii to Shukaku Hosshinnd (~F45E 5811, 1150-1202) in 1183. (NKT bekkan 4, p. 164.)
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Although meticulously marked by the formulaic phrase “According to the Ancient

Commentary” (d17#2), and thus identifiable, kochii are not indented from the main text of the

prefaces, whereas Kenshd’s comments, following the phrase, “According to the present-day

commentaries” (573 %), are always indented. This formatting style suggests that Kensho

regarded the kochii as essentially part of the main text of the Kokinshii prefaces.
In Fujiwara no Teika’s own manuscript of the “Kanajo” in the Karoku 2 (1226) recension

of the Kokin wakashii, which is designated as a National Treasure (|E|5£), the sachii comments

are also integrated into the text of the “Kanajo.” However, Teika distinguishes them from the

main text of the preface by rendering them in characters one half the size of the main text.!8

Because Teika’s recension became the basis of the majority of modern printed editions of the
Kokinshii, this method of transcription (also adopted in Shin Nihon koten bungaku taikei edition
of the Kokinshii) is most familiar to the modern reader. In contrast, in his Kokin wakashii chii

(S HIIREERE, Commentary to the Kokin Wakashii, 1177), Fujiwara no Norinaga (B =,

1109-?) indents his own detailed, line-by-line comments to the “Kanajo” passages, but he does
not mark the sachii as other commentators did. In other words, in Norinaga’s commentary, sachii
is completely amalgamated into the main text of the “Kanajo,” and no longer retains its format as

interlinear commentary.'®

Kensho also wrote commentary to poems in the Kokinshii and submitted it to Shukaku in 1185. (See
more detail in Kyiisojin Hitaku’s “kaidai” in NKT bekkan 4, pp. 15-23.) For my discussion of Shukaku’s
collection of books on waka at Ninnaji Temple, see Chapter 9. For a detailed social and textual study of
Kenshd’s commentary to the Kokinshii prefaces, see Kami Hiroyuki’s articles.

18. RSS2, pp. 14-39.

19. Norinaga’s Kokin wakashii chii is believed to be the lecture notes (kikigaki [&]75) of his lecture to

Shukaku Hosshinnd during the twelfth through twenty-third day of the Ninth Month of 1177. The
modern print version of Norinaga’s Kokin wakashii chii is available in Kokin wakashii (Nihon Koten
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These subtle yet carefully made textual markers left by the late-twelfth century “Kanajo”
exegetists to separate the sachii from their own commentaries indicate that they had a
preconceived notion that the former were an inseparable part of the text of the “Kanajo,” that
needed to be transmitted verbatim to posterity, along with the main text of the preface. For
example, according to Fujiwara no Kiyosuke’s waka treatise Fukurozoshi (3254, Pocket Book,
1157), three “authorized texts” (RIEAN, shohon) of the Kokinshii were known during his lifetime.?
Kiyosuke confirms that the first two manuscripts, both transcribed by Ki no Tsurayuki (&2 H
) and respectively known as Her Cloister Yomeimon’s Recension (FzFHFABEHIA) and
Empress GoReizei’s Recension (/NE B K G E f#IA) were lost in fires. (The indication that in
the late eleventh century, these precious Kokinshii manuscripts were in the hands of women is

noteworthy.) Kiyosuke also records the fact that the former, known to have once belonged to

Emperor Daigo, “did not have prefaces” (Z DA 7% L), but the latter “contained the Japanese
preface” (IR#AFFH D & = 4)2

Because these two manuscripts were lost by Kiyosuke’s time, the manuscript he himself

used as a master text is the third one, transcribed by Tsurayuki’s sister (B2 #£ H 2), which had
been given to Retired Emperor Sutoku (52 K 5, 1119-64, 1. 1123-41). This manuscript,

known as Emperor Sutoku’s Recension (52f#Fief#lA%), also included the “Kanajo” (R 44 &

Zenshi, 1927). However, according to Asada Toru, this edition contains a considerable number of
typographical errors and other mistakes. A facsimile reproduction, on which Asada’s scholarship is based,
was published by Kichd tosho eiin kankokai (B B X2 5ZHIT1T4%) in 1931. For studies of Norinaga’s

Kokinshii commentary, see Asada (1997, 1998), and Kami (1999).
20. SNKBT 29, p. 56. The passage in question is discussed in Kami (1998), p. 55.

21. SNKBT 29, p. 56.
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D).2 In his study of the Sutoku Recension of the Kokinshii, Kami Hiroyuki (§%7217) discusses
how both Kiyosuke and Fujiwara Shunzei used the Sutoku Recension as either a master copy (JE§
K, teihon) or a text for collation (WA, taikobon), when they made their own house copies of

the Kokinshii. Significantly, as Kami notes, both Kiyosuke and Shunzei expressed their doubts

(‘R%§, fushin) about the authenticity of the Sutoku Recension because of its inclusion of old
commentary in the Kanajo. For instance, in the colophon of his Hogen 2 (1157) manuscript of
the Kokinshi (& ARG 4FBLE), Kiyosuke noted that he collated his own manuscript with
the Sutoku Recension, but “because the preface contained commentary, the text appeared
somewhat questionable.” {HHR1F, A LLA%EIR, ) Nishimura further points out that in a
“little note” (¥, kanmotsu) inserted in the same text (the 1157 manuscript of the Kokinshii),
Kiyosuke mentions that Fujiwara no Michitoshi (522, 1047-99) believed that the old
commentary in the “Kanajo” was written by Fujiwara no Kinto, but he himself does not accept
the view (f8 178 56 419).*

These bibliographical details reveal that by the late twelfth century, the “Kanajo,” along
with the main text of the Kokinshii, had been so fervently valorized that the Sutoku Recension—
the most authentic extant copy of the anthology at the time—unanimously became the new
standard of the text, together with its mysterious old commentaries. This suggests that as far as

the “Kanajo” is concerned, it first became an object of exegetical scrutiny in the early eleventh

22. Tbid.
23. Quoted in Kami (1998), p. 60.

24. Quoted in Nishimura, p. 9. According to Nishimura, Kiyosuke’s step-brother Kenshd supported the
view that the old commentary in the “Kanajo” was written by Kinto. (Ibid.)
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century (based on the assumption that the kochii/sachii were added by Kintd). Then in the mid-
twelfth century, a handful of waka exegetists (Shomyo, Norinaga and Kenshd) critically
examined and challenged the views presented through the old commentary, while accepting it to
be an integral part of the Kokinshii manuscripts. In the late-twelfth century, Kiyosuke and
Shunzei embraced the Sutoku recension of the Kokinshii that contained sachii comments to prove
the authenticity of their own house copies of the Kokinshii, regardless of their doubts about the
origin of the old commentaries.

These demonstrate that in the long history of waka practice, waka itself had its own “in-
house” material that was critical and contentious enough to result in the consolidation of the
systematic study of waka in the mid-to late twelfth century. In other words, these textual details
concerning the reception of the “Kanajo” show that the formation of waka studies in the twelfth
century had its own solid material basis, and was not merely a result of waka poet-scholars’
ostentatious act of imitating the customs and mannerisms of kangaku academicians. In the

words of Kenshd, “[i]n general, the Kokinshii prefaces lie at the heart of waka” (¥ i 5534 .
AR Z O, ), and “[almong waka prefaces, the Japanese preface [to the Kokinshii] is the
most refined” (GERIHRIT 2 75tk tl).> Likewise, in his waka treatise Yakumo misho (J\ZEHD,
Commentary of the Eight-fold Clouds, early 13th century), Emperor Juntoku JIE{# K &
(1197-1242, r. 1210-21) calls the Kokinshii prefaces “the essence of waka” (XD HR, uta no

kaname).*

25. Kensho, Kokinshii jo chii, in NKT bekkan 4, p. 164.

26. NKT bekkan 3, p. 192.
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3. The Kakyo hyoshiki and the Theory of Sounds and Rhymes in Waka

Technically speaking, however, the “Kanajo” was not the first waka treatise in Japan,

because although written in Chinese, the oldest extant book on waka is the Kakyo hyoshiki (R#E

¥R, Basic Rules of Waka, 7727), also known as the Hamanari shiki &)X\, Hamanari’s Rules
of Waka), due to its attribution to Fujiwara no Hamanari (B 75%, 724-90).” There are two
variants of the Kakyo hyoshiki—the so called “Genuine Recension” (EAS, Shinpon) and the
“Abridged Recension” (P, Shohon); the former is believed to have been authored by

Hamanari himself.*® According to this view, the Kakyo hyashiki even predates the Man 'yoshii,
the compilation of which was completed around 785.%

Originally known as the Kashiki (fkZ\, Rule Book of Waka), the Kakyé hyoshiki consists
of a short preface and discussions of seven “poetic maladies” (f{Jid, kabyo, uta no yamai) and
three “poetic formats” (fKA, katai). Because the notion of “waka maladies” was evidently

modeled after the “poetic maladies” (7, shiby6) described in Chinese poetics, discussions of

27. For a detailed discussion of the debates among modern Japanese scholars over the “authenticity” (&
A7) of this attribution, see Ozawa (1963), pp. 293-95, 299-304. Also in Ozawa (1979), pp. 201-4, 237.
For a brief biography of Hamanari, see Satd Makoto’s ({£}#{=) essay, “Fujiwara hamanari to sono jidai”

in Okimori, et. al., eds., pp. 308-21.

28. The Abridged Recension, on the other hand, was completed sometime during the Heian period, before
Fujiwara no Kiyosuke’s Fukurozoshi (ca. 1157). Both versions of the Kakyo hyoshiki are included in
NKT 1. See Sasaki Nobutsuna’s “kaidai” for further bibliographical information about the two
recensions. Ozawa Masao concludes that the “Abridged Recension” was compiled no later than the
eleventh century, judging from the language used in the manuscript. For more details, see Ozawa (1963),
pp, 300-304.

29. Shirane (2007), p. 60.
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which are best preserved in Kiikai’s (2%1f, 774-835) literary treatise, Bunkyé hifuron (SCBiHAIT
i, Discussion on the Treasury of Literary Models, 6 vols., ca. 809-20),” modern scholars have
often dismissed the Kakyo hyoshiki as a “mere imitation” of Chinese poetics.”' In fact, the Kakyo
hyashiki proposes a very odd theory of waka, mainly concerned with the phonological and
syllabic components of poems, and even goes so far as to delineate rules about the proper use of
“sound” (& * ), “homophones” ([Fl & « [F]), “identical characters” ([Fl5%) and “rhyme” ()
in the composition of waka.”> Calling such rules “new standards” C#f%), the preface to the

Kakyo hyoshiki explains why they had to be established:

Your subject Hamanari’s proposal:

In principle, song had its origin in affecting gods and ghosts’ profound
emotions, and consoling heavenly beings’ romantic feelings.

30. According to Ozawa Masao, the trend of discussing various “maladies” (yamai J%) in the composition

of poems first took place as early as the late Six Dynasty period (212-606). However, most of the early
Chinese poetic discourse on the maladies, under whose influence Hamanari’s Kakyo hyoshiki must have
been written, does not survive. Thus, Kiikai’s Bunkyo hifuron is the earliest extant text that contains
citations from the pre-Tang Chinese poetry treatises that are known for their references to poetic maladies,
such as Shen Yue’s (J#Y, active during the Qi 7 and Liang %% dynasties) theory of Eight Poetic

Maladies (/\Ji#t) . Ozawa (1963), pp. 347-99. For detailed analyses of Kiikai’s commentary to each of

the twenty-eight poetic maladies he introduces in the Bunkyo hihuron, including Shen Yue’s Eight
Maladies, see Konishi (1951), pp., 22-79.

31. For instance, Hirasawa Rytisuke argues that “despite [Hamanari’s] occasional references to the
judging criteria that appear appropriate to the specific issues of waka, the Kakyo hyoshiki as a whole
appears to be a mere imitation of Chinese poetics, and fails to provides critical standards that are relevant
to the reality of the waka composition” (... D K 9 IZHRr VI IZFR Y 2 EFFEHED R S LT 5 1

bbb od, BELELTALLEGIERIIVAFRIFERRZIZEAEZDE EFMRKICH TR
D 7B, HIERDFEREICHI L 72 JEEFEEZ $R L C v X ) Icillbit s, ) Okimori et
al., p. 294.

32. For discussions of “poetic maladies” (kabyo), see Ozawa (1963), pp. 401-404; Ozawa (1979), pp.
208-210, 237-8; Okimori, et. al. eds., pp. 121-151 (annotation to the “Genuine Recension” of the Kakyo
hyoshiki). For discussions of “poetic styles” (katai), see Ozawa (1963), pp. 416-422; Ozawa (1979), pp.
238-240; Okimori, et al., pp. 152-220 (annotated text).



Historically, verse has been differentiated from the language of [everyday]
manners and customs, and enhances the spirit of joy and happiness.

Therefore, [legend] has it that when the Dragon Maiden [Princess
Toyotama] returned to the sea, the Heavenly Grandson [Prince Ninigi] sent
the maiden a love song; when [Prince] Ajisuki ascended to Heaven, those
who congregated there composed songs in honor of his majesty.

These two events mark the beginning of the utilization of exquisite and
elegant phonema and rhuthmos [GK “sound” and “rhythm”) [in the
Japanese language].

Poets of recent times have indeed mastered poetic diction, but know very
little about [how] sounds and rhymes [function].

They can make others joyful and delighted [with their compositions], and
yet know nothing about “maladies” [errors to be avoided in poetry].

Compared to antiquity, it [the extent to which contemporary poets’
ignorance of rhyme schemes and “poetic maladies” disappoints me] is like
the fragrance of spring blossoms vanishing completely;

Compared to the transmission of knowledge to posterity, it is like someone
who does not appreciate the flavor of autumn fruits.

Without [knowing] the Six Styles [of poetry, in every one of which sound
and rhyme play a vital role], how well can one “influence and pacity” the
realms between heavenly beings and humans?

Therefore, I have established new standards, and have excerpted some
rhymed compositions in order to provide examples. Combining these in
one volume, I call the book “The Rules of Songs.”

Hopefully, [this set of rules] will prove useful for poets [in learning how to
compose poems] to be free of errors, and for those who listen to [others’
compositions to learn how] to criticize [the errors in them].

RS . JBRAE
FEBL R 1S
RIRANZ L E,
BHPTEL FRRER 2 S5,

121



122

Rz 2 K ph i,
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Because of the multiple correspondences between the preface to the Kakyo hyoshiki
(Genuine Recension) and the Japanese preface to the Kokinshii, such as the persistent reference

to waka as “songs” (#K, uta), the discussion of the origin of waka based on myth-histories, the

idea that waka “affects gods and ghosts’ emotions” and “pacifies the realms between heavenly

beings and humans,” it is somewhat difficult to believe that the preface to the Kakyo hyoshiki

33. In the printed text in NKT 1, on which the present translation is based, the character appears as “&.”

However, I corrected it to “4¥,” in accordance with the collated text (73] 4~3() provided by Okimori et
al. (Okimori et al., p, 117.)

34.NKT 1, p. 1. I omitted the kunten (il 5 translation marks) in the text. I divided the text into smaller

units in order to facilitate the understanding of the paralleling structure of the prose. In translating the
passage, I consulted with annotations provided in Okimori et al. eds, Kakyo hyoshiki—chiishaku to kenkyii,
pp. 113-20.
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was written completely independently from the Kokinshii prefaces, unless we assume the latter
heavily alluded to the former.”> However, it is not my objective to argue against the scholarly
consensus that the Genuine Recension was written by Hamanari in the late eighth century.
Rather, I want to draw attention to the claim made in the preface that poetic language (FiH, verse)
“is different from the language of everyday manners and customs” (B2 T PA SRR JEUA 2 5 5E).

This view appears strikingly modern and sophisticated, regardless of modern scholars’
oft-repeated negative appraisals of the Kakyo hyoshiki,* because it is based on the non-
essentialist view that even in the vernacular Japanese language, the distinction between poetic
and everyday language existed, and it was the task of the poet to make use of “exquisite and

Ly

elegant sounds and rhythms” (ffi#) .2 & #H) in the language of his/her choice. According to the
modern scholar Yajima Izumi (&MR), in the main text of the Kakyo hyéshiki, Hamanari
selected samples of “rhymed compositions” (EHHH) from the Kojiki, the Nihon shoki and an
earlier draft version of the Many 'shii, called the Fifteen-Volume Man’yoshii (- 7.4 TE), ¥

and often modified them into particular formats he needed as examples. Thus, the phrase “poets

of recent times” (VTfNHK A\ ) mainly refers to poets whose works are featured in the Manyéshii.*®

35. In contrast, the Abridged Recension occasionally alternately refers to uta as waka (F17K), the term

first appears in the Chinese preface to the Kokinshii. NKT 1, pp. 1-17.

36. In Kytsojin Hitaku’s words, the Kakyo hyoshiki “has little value from the viewpoint of waka studies,
[... because] it is an unreasonable and unnatural adaptation of Chinese poetics [... and] extremely

childish.” (22 B X D IR L 2 lifE 1338 S e\ L] FFEZ D F 2 UIRO - ASBAHA
HD [ mOTHHEZR S D [...]) NKT1, p. 2.

37. The “Fifteen-volume Man’yoshi” did not contain volumes 5, 6, 9, 12, 14, 15, 26 of the current
Many oshii. (Okimori et al, pp. 342-47.)

38. According to Yajima, of some 4500 poems in the current Many ‘oshii, merely 740 fulfill the demand of
what Hamanari calls “rhymed compositions.” (Okimori et al, p. 331.)
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The individual issues Hamanari raises in his treatise are complex, and cannot be easily
summarized or shown here in their entirety. I will briefly discuss his comment on one of the

seven “waka maladies™:

The third [malady] is called The Bottom of the Waist. Final syllables of
the other measures cannot have the same sound as those in the main
rhyming measures. “Other measures” refer to the three measures [of the
first, second and forth], that are distinguished from the main rhyming
measures [of the third and fifth].

For example, Princess Kagami’s poem on the passing of spring makes this
particular error:

wagayanagi my willows

midori no ito ni green threads

narumade ni before turns into

minaku uretami not seeing is upsetting

kakete kumitari place [over my head] and braid

IR, thofDRFIIATREFF RS Z 25T, fhof)k
3. AEZBREARNDZ =200 % S 5.
FKTHIF, BT, BLEZBMOIICHASZIL,

LYBRBRE Y AREYDDWVWEIL Y L ETIC Y
Al ) NTcH M T T A D Y (Emphasis added)®
The third measure of a tanka (¥3#K, “short poem” in thirty-one syllables) is sometimes
figuratively called the “waist measure” (J811)), as it connects the upper and lower halves of the

poem. The passage quoted above concerns the last syllable of that measure, which Hamanari

alternately calls one of the “main rhyming measures” (45#H, hon’in). In another section of the

39. Ibid, pp. 132-3.
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treatise, he designates the last syllables of the third and fifth measures of tanka as hon’in, and

also classifies “rhyme” (i, but here means “vowels”) into two types of “a” and “o, i, u, and

others.”® According to this rule, Princess Kagami’s poem is flawed because the final syllables of
the second and the third measures have the same sound, “ni.” In other words, the closest
Japanese equivalent of the Chinese rhyming schemes, as interpreted by Hamanari, was the
modulation of vowels. Because in a properly “rhymed composition,* the last syllables of the
third and fifth measures had to have the identical vowels, we can assume that having the same
vowel at the end of another measure was considered redundant. In comparison to Kagami’s

poem, Hamanari shows that the following poem composed by Fujiwara no Kamatari (J#&i g /e,

614-69) is free of this error:

imogahimo my wife’s belt

tokuto musubite untied and then tied

tatutayama I left home; now in Mount Tatsuta
miwatasu nobe no  as I glance over the field

momiji keraku wa [covered with] red maples

WHDBOL L EBTOT %Dk E ADLLTOAND HA
5 1F 5 £ 1% (emphasis added)*

According to Hamanari, this is proper “verse” (#H) because the last syllables in the third

40. FHIEE - ORT 2 U CHRE L, BHAORTZUCHREET, [LIHEICEEHD,
—OEEH (ZHA) . ORMEHE (SVhA) o Izl () - E (F) - & (L
F) -t (I3F) B, IS (Z8) - (L) -8 (»3) % (H7s) -4
(L3) HoEnEA by, Ibid., 153.

41. Tbid., p. 153.
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and the fifth measures “rhyme.” However, these examples show that no matter how progressive
Hamanari’s approach to poetic language appears in the preface, in reality, his poetics is
unconvincing because of his ultimate insensitivity to what these “elegant” (or non-elegant)
sounds signify. Hamanari certainly attempted to reform the vernacular custom of the
composition of waka by applying the parameters of Chinese literary criticism as early as the late
eighth century, and that itself was remarkable in the long history of kanshi and waka in Japan.
However, because he was overtly a formalist, unlike Sugawara no Michizane and the authors of
the Kokinshii prefaces, who held the unwavering belief that poems (both kanshi and waka) were
products of the human mind as opposed to mere correct rhyming schemes, Hamanari’s theory
soon became obsolete.** Perhaps that was why Fujiwara no Ahikira did not select Hamanari’s
preface to the Kakyo hyoshiki as the first example of waka prefaces (wakajo) in the Honcho

monzui.

4. The Reception of the Kakyo hyoshiki in Twelfth Century Waka Treatises

During the insei period, nevertheless, because waka-scholars were keen on gathering all
historical references available about waka practices at the time, the Kakyo hyoshiki is often cited
in waka treatises as a reference. For instance, Fujiwara no Kiyosuke copies Hamanari’s
explanations and examples from the so called Abridged Recension of the Kakyo hyoshiki in his

Ogisho (34D, Secret Notes, 1124-447), under the subjects of “Three Styles of Waka” (Fl1#k =

42. For instance, in the “Jeweled Chaplet” (152, Tumakazura) chapter of the Genji monogatari, the
protagonist Genji states that he found those books generically known as “principles of waka” (#i/fi,

zuind) extremely “restricting” in learning how to compose waka, because they contained many rules
about “maladies and errors one was supposed to avoid” (i & % X Z FIt). (SNKBT 20, pp. 370-1.)
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T {4) and “Seven Maladies of Waka” (FI#K-LJ4).# Similarly, Fujiwara no Norikane’s ()5 3
3, 1107-65) Waka domosho (RIHRESERD, Notes on Waka for Beginners, 10 vols., ca. 1145-537)

contains a lengthy citation from the Kakyo hyoshiki in its section on “Seven Maladies.”* On the

other hand, in his waka treatise Korai fiiteisho (i K )JAIKYY, Commentary on Ancient and New

Styles of Waka, 1197, revised 1201), Fujiwara no Shunzei does not cite from the Kakyo hyoshiki,

but discusses it along with other “rule books of waka” (#kZ\, kashiki) that followed Hamanari’s:

The first “rules of waka” were established by Consultant Fujiwara no
Hamanari during the reign of Emperor Koko [r.770-81]. Since then,
various rule [books of waka], such as the Hikohime shiki (Princess Hiko's
Rule Book of Waka), the Kisen shiki (Priest Kisen's Rule Book of Waka)
have described their own “maladies.” Among them, repeating the same
words [in a poem, which is ruled out in the Hikohime shiki], and also the
tautological use of words [lit. “referring to the same meanings in two
places”] are mainly considered unacceptable today. Other maladies do not
even appear to be something one should carefully avoid. Nevertheless,
since their names appear in these rules, probably one should at least know
about them. So, I will write them down here.

ITZDLELEVSDDIE, BOREBEHREIZA L E, SEHEEEK
DX DB EHZE, PXFDIILDRLERE, ZO>BbIhSE,
DIV, EfREBLELT, SEL\NDPELHOELZLTEE
TR%RD, Z20%0, BRLUEEZLALTESL>VEOHE, B
BRLI>A5ECHIOFEEIE, BREIZREFHITVFEIZARD
ETICTRD, ZDIEPDORELEDIE, SNHIRNEHEDLAZ
Fod, INE, LEEBITHZZAIEDIZIE, E5FHDLY FF
BAL BRSSP LT, 22EDFFF57% D, * (Emphasis added.)

43. NKT 1, pp. 229-234, 237-8. During the insei period, Kenshd and Fujiwara no Teika used the Genuine
Recension, whereas Kiyosuke and Shunzei cited from the Abridged Recension of the Kakyo hyoshiki.

44. Tbid., pp. 377-379.

45.KKS 7, pp. 91-2.
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Unlike Kiyosuke and Norikane, Shunzei does not cite Hamanari’s examples from the
Kakyo hyoshiki, because he thinks that they are no longer relevant to his own standards of waka
composition. Viewed from the broader perspective of Sino-Japanese and Japanese cultures
before the twelfth century, Hamanari’s waka treatise presents itself as an anomaly, because of the
unusually “hands-on” ways in which Hamanari—the academician—discussed waka. In his

biography of Hamanari, Satd Makoto (£/#{5) quotes from the Shoku nihongi (5. H AL,

Chronicle of Japan I1, 40 vols., 797), which describes him as a scholar-official who was

“extensively well read” (B HEE). In short, Hamanari was the first and yet the last kangaku

scholar, who attempted to redefine waka with a set of foreign parameters of “sound and

rhymes” (&5 #H). As Shunzei mentions, in the literary history of waka, the Kakyo hyoshiki

became a model and set a precedent for the production of other waka treatises called “rule
books” (kashiki).
In other words, after the consolidation of the Kidendo (history and literature) curriculum

in the State Academy during the Jowa era (ZKHll, 834-48), academicians’ approach to kanshi

composition itself became less formalistic and more lyrical, especially after Sugawara no
Michizane (845-903), as discussed in the previous chapter. This means that by the time of
Michizane, even kanshi poets were unlikely to have accepted Hamanari’s unapologetically
formalistic approach to poetry, no matter how important rhyme schemes were in the composition
of Chinese verse. After the compilation of the Kokinshii (905), although prominent kangaku

scholars continued to compose even greater number of Chinese prefaces for waka banquets

46. Okimori et al., pp. 314-5.
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(wakajo), they no longer attempted to challenge the definition of waka established in the
Kokinshii prefaces. In other words, after the Kokinshii prefaces, waka no longer needed a
kangaku scholar to expound on it, with standards borrowed from Chinese poetics. This coincides
with the trend that the waka poet Fujiwara no Kintd (966-1041) wrote some of the early waka

treatises in Japanese in the early eleventh century, such as the Shinsen zuiné CHTHEBENG, Newly
Selected Principles of Waka, date unknown) and the Waka kuhon (RIHKJ Ui, Nine Levels of

Waka Poems, after 1009). And perhaps it was in this climate that Kintd added interlinear
commentary to the Japanese preface of the Kokinshii, most likely for his female audience, as

hypothesized by Nishimura Kayoko and other modern scholars.

5. The Chinese Preface to the Kokinshii

In the Chinese preface to the Kokinshii, also called “Manajo” (E44)7, “Chinese
Preface”), we first encounter the familiar term, waka (R, lit. “Japanese songs”) in the

following statement: “Japanese songs have their roots in the realm of the heart, and their flowers
bloom in the grove of words.” (FRAIERE , FEHEHARM DML, FEHIERFAME D, ) As this
opening statement parallels the one in the Japanese preface, it can be easily surmised that the
term “waka” is a Chinese rendition of “Japanese songs” (yamato uta). The fact that throughout
the “Manajo,” waka is referred to in this way, unlike in the “Kanajo” and the Kakyo hyoshiki,
wherein the term uta persists, suggests that the kangaku scholar Ki no Yoshimochi, to whom the
“Kanajo” is attributed, primarily viewed waka vis-a-vis other “non-Japanese” songs, that is

Chinese and Sino-Japanese poems.
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If the Kakyo hyoshiki was the first attempt to define waka through the parameters of
Chinese poetics, the “Manajo” was the first attempt to write about waka in highly stylized
kanbun. In short, while featuring the localized subject of Japanese poetry and its historical
development, the writing style of “Manajo” has its own aesthetic quality, and even as a prose
composition, it embodies certain elements of fiigetsu, such as the metaphorical references to
“roots,” “flowers,” and the “grove” of words. In other words, the “Manajo” was written by a
scholar with a fiigetsu; and that is why the compiler of the Honcho monzui, Fujiwara no Akihira,
designated it as the first example of the literary genre of wakajo in Book Eleven of the
anthology."’

The topics discussed in the Japanese and Chinese prefaces to the Kokinshii are mostly
analogous, but the following passage about the general circumstances surrounding waka poets
after the compilation of the Man yoshii is unique to the “Manajo’:

In the past, Emperor Heizei (774-824, 1. 806-9) issued an imperial edict
and ordered his subjects to compile the Man yoshii. Since then, there have
been ten imperial reigns, and over one hundred years have passed. After

the Many oshii, waka was neglected, and no further anthologies were
compiled. Consultant Ono no Takamura (/NEFE, 802-52) was renowned

for his poetic refinement, and Middle Counselor Ariwara no Yukihira (£
J547F-, 818-93) for his lighthearted wit; but this only refers to their talent
(zae =) in other fields [such as the composition of kanshi], not in the Way
of waka [lit. “this Way”].

EFHCR T~ FFEUICEA LT, HEERZ BT L O E 5, Wik H D
ko BRHE VR E, BudEEzi@, HoRARIZE TR N
I, EIZEEHOMC ., BISRAEMS oML Ly, Hhot 2

47. Later in the mid twelfth century, in the Fukurozoshi, Fujiwara no Kiyosuke discusses various theories
about the author of the “Manajo.” He personally advocates the idea that it was written by Ki no Haseo.
(SNKBT 29, pp. 53-4.)



131

Pt CcHE A, WioiE# DL THEILY, “ (Emphasis added.)

For the present study, this passage is of interest because of the expression, “this Way” (Hf
Dif), which apparently refers to the “Way of waka.” Although this is one of the few instances

in which waka is specifically referred to as a “Way” before the 1170s, the term as it is used here
does not designate a particularly respectable activity. Rather, this passage explicitly states that

after the Man 'yoshii, waka was “neglected” (32T T 5 417) at a time when kanshi was

enjoying much popularity among scholar-officials and the emperors who sponsored the
compilation of three imperial anthologies of the Ryounshii (814?), the Bunka shiireishii (818?)
and the Keikokushii (827). The author of the “Manajo” goes so far as to say that during this

period, admirable gentlemanly traits, such as “poetic refinement” (JEii, fitryii) and “lighthearted
wit” (#&18, keijo) are discernible only in “other fields” (f D ¥, lit. “other talents™), not in the

composition of waka.

The Kokinshii prefaces state that the compilation of the anthology signaled the end of the
state of dishonor into which the art of waka had fallen, and thus in the larger context of the
“Manajo,” the passage in question does not harm the image of waka. (In other words, the
statement needs to be understood rhetorically.) Curiously, however, the Japanese preface does
not include a comment specifically corresponding to this passage in Sino-Chinese. Moreover, no
matter how highly kanshi had been regarded as a means of state building in the early ninth
century, Sino-Japanese compositions from this period, including those in the imperial kanshi

anthologies, were to be “neglected” in later collections, such as the Honcho monzui.

48. Tbid., p. 347.
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In the mid-eleventh century, Fujiwara no Akihira disregarded the early heyday of kanshi
during the 810s and 820s probably because they predated the consolidation of the Kidendd

curriculum in the State Academy, and the importation of the Collected Works of Bo Juyi (13X
£, Hakushi monjii), which took place during Emperor Ninmyd’s ({-BH K &, 810-50, r. 833-50,
also known as Emperor Fukakusa R .47) Jowa era (##l1, 834-48). In this regard, it was no

coincidence that the opening passage of the Chinese preface to the Kokinshi alludes to the

following statement made by Bo Juyi:

Emotions are what moves the heart most powerfully.
When poetry is rooted in an emotion, words become its seedlings;
Sounds become its blossoms, and ideas become its fruits.

N, e FE -
MERERL S, HoEHLE,
HECEE - Gon/uds (BEARE —+)\) »

Most likely due to the influence of Bo Juyi, waka and kanshi are both regarded as

“poetry” (#+) in the Kokinshii prefaces. Although they shared common “roots” as early as at the

beginning of the tenth century, however, the trajectories of waka and kanshi would not cross until
the mid-to late twelfth century. While male and female members of the aristocracy composed
waka on a casual basis, drawing on the Kokinshii as a model, Kidendd scholars professionalized
the composition of kanshi. In other words, it was only after the Kokinshii that the composition of
waka became synonymous with a “custom” (fiizoku) of Japan, while that of kanshi became “the

wind and the moon” (fiigetsu), the embodiment of literati’s poetic refinement and sensitivity.

49. Quoted in SNKBT 5, p. 338.
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6. Noin’s Waka Preface and the Way of Waka

Another rare reference to waka as a “Way” before the 1170s appears in the poet Noin’s

(BB, 988-active 1051) preface to his own collection, Noin shii (REKIEE, The Works of Noin, 3
vols., after 1045). Born Tachibana no Nagayasu (f#&7k{), before he took the tonsure around
1013 in his mid twenties, Noin studied at the Academy as a “Scholar of Literature” (CCFAE,
monjosho). According to Kawamura Teruo’s (JI[ 1 5242) biography, after taking the priesthood,
Noin lived reclusively in Settsu (7], present-day Osaka prefecture), raising horses to support

himself.*® Throughout his life, N6in exchanged waka with his former colleagues at the State
Academy, including some members of the Oe family."!

Why Noin gave up his career in the Kidendd even before joining the officialdom is
unknown, but he was a pivotal figure in a literary history of waka, who bridged the two worlds of
the kangaku scholarship and waka poetics. His participation at a waka contest held at Minister

of the Left Fujiwara no Yorimichi’s ()5 §H3, 992-1074) residence in 1035 suggests that

despite his unconventional lifestyle, by this time, he had been recognized for his skill as a waka
poet. The fourth imperial anthology of waka, GoShiii wakashii (P& ¥5ERIMKEE, Later Collection
of Gleanings, 1086) contains thirty-one poems by Noin. Noin’s preface to his waka collection,

quoted below in its entirety, is written in stylized Sino-Japanese:

50. Kawamura (1991), p. 55.

51. Kawamura discusses Ndin’s friendship with Oe no Masatoki (KYL1EF), Oe no Yoshitoki CKVLEE
7) and Oe no Kinzane (KILAHE). Ibid., pp. 105-28.
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Reflecting upon human affairs, inevitably, it appears that those who are
talented are considered useful, and those who are skilled are judged
beneficial. Even Zhao, the butcher of dried meat, Zhi the sword polisher,
and Zhang Li the equestrian doctor in the Han dynasty were able to profit
from their particular skills. It goes without saying that thoroughly talented
scholars have been rewarded because of their learning.

However, only those who [pursue] the Way of Waka—a native custom—have
gained no benefits, even if they have studied hard. Even if [waka scholars]
pass on [various teachings about] waka [lit. “this Way”], they normally
venerate what is ancient and condescend to anything new, making such an
attitude the norm. Even when certain people compose waka, while being
oblivious to [proper] styles of composition, depending on the occasion and
who they are, society overlooks them. In general, the public disdains those
who are passionate about waka, and pays no attention to those who are
knowledgeable about it.

In the years before and after the Tenryaku era, the three emperors [Daigo,
Murakami and Kazan] issued imperial edicts which promoted the Way [of
waka]. Four “poetic sages” [i.e. the compilers of the Kokinshii: Ki no
Tsurayuki, Ki no Tomonori, Oshikdshi no Mitsune and Mibu no Tadamine]
received the edicts and subsequently submitted their own poetry collections
[to the emperors]. In this way, the sagacious emperors’ trusted servants
[lit. “arms and elbows”] came into contact with the multitude, and gathered
[approved] poems, while Confucian scholars with boundless knowledge
drafted [Chinese] prefaces, and placed them at the beginning of the
anthologies. The redactors [did not mind] selecting unscrupulous people’s
ditties and recording them in anthologies, so long as they contained
interesting phrases. At the same time, they [did not hesitate to] eliminate
and discard rulers’ compositions, if they were lacking in stylistic elegance
or profound ideas. In this manner, some poets’ names and compositions
became renowned only after their death. Indeed, a poet’s social status does
not determine the superiority or inferiority of his poems.

Now that I have organized my own clumsy compositions [lit.
“cacophonous tunes”], how will I ever encounter someone who can
appreciate them [lit. “someone who appreciates the sound of a zither made
of paulownia wood from Mount Yiyang]? In fact, [waka] as a Way is in
decline, but I cannot readily abandon my old habits. This is why I have
compiled my random jottings into an essay, and have placed it here at the
beginning of this [poetry] collection.

TRIFDOANEZEEIC, TELZHERBLTHOMAED . ZF 5H 134
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THONEG Y, HIEREOH LHES, ZICh ) THAE D, Bl
FEEDOR, FIK) TS SEh, ELATTUSMEH I, A
DR DIE: 2 DH, ROMDEZIES2FHHD LiEb, HE2E
OHZBLE2 2T, WNCADKREEH/ L, ROHOKZKS
FED EHES, RHICBEO AT 2 20T, RO ICHDFF & AT,
WIS ZZMESFITRADWIA ) | 2 Z2# 2 HICHIGOHEL, flzo
KB, W6 =ROYTE, B2kl TEOEZIKD, PUA
DAL, 223D THREZEY, B2 U TEERIEOR, L%
HTCEZERD . BMREO Y BEIOE LR BT, (TR
DEF LMD, oG UL, BE#EEohIcEE, BT
DfFik &S . MFEREOMME T UL, IR TEBEDIIHED, 2
L) CHOAGRICHIIN, HOFH LICHZR D, BER S
i, BRICES T, WOMHADOWREZA L2140 T, 2RO
FE2HAR, EICBHEOBE LD, Al IR7EFHF-25 T L
i? I CE ST OR Zmd T, UTHOImIIES L, B
55, **(Yomikudashi is provided by Kawamura. Emphasis Added.)

Noin’s early training in the Academy certainly enabled him to compose an elaborate
wakajo (waka preface), and there is obvious irony when he says that “Confucian scholars with

boundless knowledge drafted prefaces” (ffEE 2 ¥, W& EMPEF). In a sense, this is a

parody of the literary genre of prefaces, which includes the most exalted and numerous of the
kind in Japan—kanshi prefaces (shijo).”> However, for Noin, a waka preface is a means of
expressing his criticism of the present social image ascribed to waka composition vis-a-vis that
of kanshi composition, and by no means a panegyric on waka nor his own achievement as a
waka poet. Noin demonstrates his knowledge of the Chinese Classics, attested by rhetorical

expressions extracted from such canonical texts as the Han shu ([ ]E R H), the Collected

Works of Bo Juyi (BB H), the Wen xuan (1752 ") and the Meng giu (}13%), only to

52. Kawamura (1995), pp. 7-8.

53. For my discussion of shijo in the Sino-Japanese literary anthology, Honcho monzui, see Chapter 2.
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bitterly criticizes the public “disdain” (") and “indifference” (#[...]8#%) shown towards those
who are “passionate about waka” (W&.Z ). Furthermore, echoing the Chinese preface to the

Kokinshii (“Manajo”), Noin calls the composition of waka a “way,” albeit in a negative context,

when he concludes that although waka is “a native custom of Japan” (4K, Z ), the general

conservatism among leading waka poets and their low standards reduced it into a “declining
Way” (THi% 2 i8).
However, even more powerful than Noin’s criticism is his confession: knowing that the

composition of waka would bring him no “practical benefits” (f4), he cannot “abandon [his]
old habits” (fa M AR BEFE). Although he left the State Academy before assuming an official

post, Noin’s career appears similar to that of Yoshishige no Yasutane (?-1002), who a few
decades before Noin, took the tonsure and denounced the composition of kanshi as “flowery
language and embellished words.”** But unlike Yasutane, Noin did not subscribe to the Buddhist
precept that the composition of poems was a sinful act. Rather, like the author of the Chinese
preface to the Kokinshii, Noin, in his own waka composition, upheld Bo Juyi’s definition of

poetry as a product of the heart (\[, kokoro), and applied it to waka, as in the following poem:

In the First Month, while staying in the province of Tsu,
a poem sent to a friend Priest Noin

EHIEDLDIZODLIZ > IEFRDIFTBZ A,
ADDH EIZWOOIELITS BE ARl

I wish to show this Ao

54. For my discussion of this, see Chapter 2.
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To the person who has the “heart” to appreciate: A IZ A XS

The landscape of early spring 2D LITD
In the district of Naniwa RIZiEbh o
In the land of Tsu. 35D L &%

(GoShuishii, Spring I: 43)>

7. The Group of Six Waka Poets

In the literary history of waka, as Noin pointed out, indeed there was a vacuum in the
eleventh century, during the years between the compilation of the third imperial waka anthology,

Shiti wakashii F&ENHEE, Collection of Gleanings, ca. 1005-7), and the fourth, GoShiii

wakashii (1086). It needs to be noted that the anthology of Chinese compositions by Japanese
scholar-officials, the Honcho monzui (ca. 1058-65) was compiled during these decades.

Of some twenty waka poets featured in the Konjaku monogatarishii (ca. 1120), with the
exception of early Kokinshii poets such as Ise, Narihira and Tsurayuki, and Takashina no Tameie,
who died in 1106, the majority of poets—such as Fujiwara no Kintd, Oe no Sadamoto, Oe no
Masahira and Akazome Emon—died in the mid-eleventh century. The mother of Emperors
Golchijo (F&—5cK &, 1008-36, 1. 1016-36) and GoSuzaku (P22 K &, 1009-45, 1. 1036-45)—
Jotomon’in (988-1074, retrospectively lauded as “National Mother” in the Imakagami)—for

example, lived for exceptionally long eighty-six years, but died without seeing a new imperial
anthology of waka. In other words, the Konjaku editor did not cover waka poets after the reign
of Emperor Ichijd (—45K 2, 980-1011, r. 986-1011, Jotomon’in was Ichijo’s empress).

A likely cause of the Konjaku editor’s disregarding waka poets active in the mid-eleventh

55. SNKBT 8, p. 24.
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century onward is not because Japanese courtiers stopped composing waka after the Ichijo’s
reign (i.e., Emperor GoReizei hosted a waka contest at Imperial Palace in 1049, to which Noin
participated); but because the demography of waka practitioners, and their attitude toward waka
suddenly changed in the second half of the eleventh century. In short, waka as a quotidian
literary activity casually practiced among aristocratic men and women in an urban space rapidly
became a fashionable pursuit among predominantly male, middle-ranking officials, who often
served in the provinces.

The earliest written record of the new generation of waka poets in the late eleventh

century appears in Fujiwara no Kiyosuke’s waka treatise, Fukurozoshi (435K, The Pocket
Book, 2 vols, ca. 1157). In a section entitled “Miscellaneous Conversations” (#£#%) in Book
One, Kiyosuke cites Oe no Masafusa’s diary Goki (JL.iC, The Oe Diary), and introduces a waka
coterie, already known at Masafusa’s time as “The Group of Six” (7N A %), which consisted of

six male, middle-ranking court officials, who served as provincial governors or assistants at some

point in their careers. Being members of the “provincial governor” (324, zuryo) class, their

embracing of waka as a means of cultivating their personal identities, and their way of
cultivating social relations through poetry, was inherently different from their predecessors from

the early eleventh century:

The Diary of Oe [no Masafusa] says: “In the past, there was the Group of
Six. They were Fujiwara no Norinaga, Taira no Munenaka, Fujiwara no
Yorizane, Minamoto no Kanenaga, Fujiwara no Tsunehira and Minamoto
no Yoriie. As for Yoriie, the other members were quite unsure [why he was

56 In modern scholarship, usually called “The Group of Six of Waka Poets” (FI#K/N A %E, waka rokunin-
10).
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considered part of the circle]. Norinaga also said, ‘Whether Kanenaga’s
[poems] always reached a visionary realm was questionable.’ [Obviously,
Tsunehira was incensed at such a remark.]”

[The Diary of Oe Masafusa] also says: “According to Toshikane
[Kanenaga’s grandson], Yoriie circulated the following gossip: In his late
years, Tachibana no Tamenaka had sent Yoriie a waka from the Province of
Mutsu [in present-day Tohoku area], which read: *You and I are the [sole]
guardians of the essence of waka.” This apparently enraged Yoriie, who
replied bitterly: ‘Tamenaka was originally not one of the six. His
assumption that we are the sole survivors [of the guardians of waka] is
absurd.”

Ll <, MEFEANARE D, #iK - Bifp - 3652 - R - £
i« HRE R D, HRICED TE, 2OHES Tz B MK (07
&) o HiKENE S, THREIEEICHERICH 208 0AED . 1 cnw
omzmnn. Floold . TERIFOHIZL., THEEREFZZOHZIRT,
Lofp, BN L D REZFEROFICES, THROLZETHDOAIL
By 4, FEERED THIZS, TRHATSIZ DARNAN
WKAST, BLEREAEZEIDOHZHE LU 2I1E, oI 5HR
Dy 1 Etk, ¥

These two passages from the Goki cited in the Fukurozoshi do not appear in the present-
day, reconstructed version of the Goki,™ suggesting that these excerpts were available as a
general reference to Kiyosuke in the mid-twelfth century, but did not survive long afterwards.
According to the citations, the “Group of Six” consisted of the following six individuals:

Fujiwara no Norinaga (i #i7K), Taira no Munenaka (i, 2-1059?), Fujiwara no Yorizane
(&) HH 5, 1015-44), Minamoto no Kanenaga (Ji3fJ%, date unknown), Fujiwara no Tsunehira

(R EMT, 1005-72) and Minamoto no Yoriie (Ji%HZX, 1007?2-?). Not much is known about

57. SNKBT 29, pp. 90-91.

58 Kimoto Yoshinobu’s Goki itsubun shiisei, 1985.
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their lives, except that most of them (with the exception of Munenaka and Yorizane) served as
provincial governors and that their official rank stopped at either Fourth or Fifth.*

The Goki passages are terse and cryptic, but reveal very peculiar ways in which the six
middle-ranking court officials interacted with one another, mainly through slandering each other,
and by bickering over who was the better waka poet. For example, the first citation of the Goki
shows that Minamoto no Yoriie, unknown to himself, was ostracized by the other members of
Group of the Six, because they were “unsure” why he was considered as a member of the group.
Fujiwara no Norinaga, perhaps the most recognized as a poet among the six, had doubts about
Minamoto no Kanenega’s poetic creativity, as he mentioned: “Whether Kanenaga’s [poems]

always reached a visionary realm (f£8%, kakyo) was questionable.” Referring to this comment,

Masafusa (according to Kiyosuke) notes that Tsunehira was “incensed,” probably because
Tsunehira had a closer personal affinity with Kanenaga and interpreted Norinaga’s criticism as a
personal attack on his credentials as a poet.

The second citation from the Goki, on the other hand, shows that even Yoriie, the
seemingly the lesser important member of the Group of Six, had such an exalted opinion of
himself as a member of the coterie that he was offended when an unaffiliated poet, Tachibana no

Tamenaka (ff&25fH, 1001?-85), claimed that he and Yoriie were the sole “guardians” of waka.

This description also suggests that Tamenaka later joined the Group of Six (“Tamenaka was

originally not a part of the six”), but was considered inferior to the original members of the

59 For example, it is known that Fujiwara no Norinaga became Governor of Settsu (12 ) Province in
1065; Minamoto no Kanenaga served as provincial officer (177 'E, perhaps not governor) in Bizen (fii
Hi) and Sanuki (F1I); Fujiwara no Tsunehira was governor in Yamato (K1) and Chikuzen (3iHi); and
Minamoto no Yoriie was the governor of Bicchii (i) and Ecchii (8H). (From Waka bungaku jiten.)
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group. Masafusa claims that he heard this story directly from Minamoto no Toshikane, the
grandson of Minamoto no Kanenaga, one of the six member poets. Kanenaga might have
attempted to besmirch Yoriie’s reputation even further by telling his grandson how he had acted
in a condescending manner to Tamenaka, a new comer to the group. In either case, what we can
glean from Masafusa’s accounts is the small-mindedness of the members the Group of Six, rather
than their poetical skills.

These individuals might have been somewhat flawed as human beings, but as poets, their
reputation was not all negative. The imperial anthology, GoShiiishii, for instance, contains 14
poems by Norinaga, eight by Tsunehira, six by Yoriie, five by Yorizane and Kanenaga, and two
by Munenaka and Tamenaka, respectively. In contrast, only two poems composed by Oe no
Masafusa appear in the same collection. Probably under the influence of Masafusa, Emperor

Juntoku (EfE K EL, 1197-1242, 1. 1210-21) made the following comment about Norinaga and
his fellow poets in his waka treatise, Yakumo misho (J\ZEMH$P, Commentary of the Eight-fold

Clouds, early 13th century):

[After the demise of Fujiwara no Kintd in 1041], the poets who threw their
weight around by calling themselves the Group of Six are Norinaga,
Munetd, Kanenaga, Tsunehira, Yoriie and Yorizane. With the exception of
Norinaga, none appear to be waka poets.

INADI ) ET Bk > L 0T 503, fik, #h, R, w6,
FHARK, BHFE, ZHHIKDIMIIR K A LD HRZT, @

The aforementioned description of the six middle-ranking waka poets in Kiyosuke’s

Fukurozoshi is supplemented by a following anecdote:

60 KT bekkan 3, p. 443.



Minamoto no Yoritsuna [ Yoriie’s younger brother] had visited Priest Noin
and recalled their meeting: “At the time, when Noin lived in Higashiyama,
people used to visit him in groups. Noin sat with them and [was happy to]
converse with them. NOoin told Yoritsuna: ‘I excel at waka, because
fortunately, I love it so much.” He also told Yoritsuna: ‘There are five
excellent poems on the cuckoo. If you include mine, there are six
altogether.” Noin’s particular poem is:

If I can tell
On which evening a cuckoo

Does not appear and sing,
At least one night
Won’t be a sleepless night.

I [Fujiwara no Kiyosuke] thought about this. What, then, are the other five
cuckoo poems? Are they Tsurayuki’s “A single song [of a cuckoo]/The
eastern sky is dawning,”' Kimitada’s “I spent a night on a mountain
road,”” Kanemori’s “Until the dawn, I can enjoy its singing,”* Sanekata’s

(6)111 a summer night, HED®D

I was about to lie down; ST eI
Just then, the single cry of 3E>ET

A cuckoo, lOEZAI
As dawn breaks in the East. H<BLD>®
(Kokinshii 156, Summer, Ki no Tsurayuki)

62

Not going any further, WEP 5T

I spent a night on a mountain road; PEHEC(HLD
Just one more 3E>ET
Cuckoo’s song, S0EZ 2D
So badly, I wanted to hear. SN FEIFLIIC
(Shiiishii 106, Summer, Minamoto no Kimitada)

63

Leaving a mountainous area, AT >

By midnight RIFIZPED 2
A cuckoo arrives [at our abode]; N

And then, until dawn, BED 1T T

I can enjoy its singing. ZA2DEIW3D
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“A cuckoo/In Mount Kurahashi that is so dark,”* or Michitsuna’s mother’s
“Folks in the capital/ May still be sleepless, waiting for/ A cuckoo.” This
is indeed a conundrum.

R R R ICBOTIE <. TEIRRERILICED O, A%
HOEOTIT PO TR L KT, BRTIE L, THRRICES
L1, HEMSHEIRD ) tnk, Fnidl, THroFRIIh
B0, MLUTRRDPRZHOMISIUINERD ) Enx, ROk
=S

N
EFEPR I OD
L5268
hbkdb—Xk
bHboEFLboz

FINZRT B, POLEOHRMNZR, b LEHZY T2 0L
Z2IHL LD  NED THEES 5 Loy . DY ThED
FTHZELELS s, FID TSI LR xR, EiED T4

(Shiiishiz 101, Summer, Taira no Kenemori)

16:1‘ dark and rainy May, I HP® A

A cuckoo (o Liblo
In the darkness of Mount Kurahashi N

Keeps singing; BIFO»%< b
Its voice unclear for sure. A= F oY (A R IRVAS
(Shizishit 124, Summer, Fujiwara no Sanekata)

65

Folks in the capital AP A

May still lie awake, waiting for NTEDL DR
The cuckoo. EIE/N

It is departing just now, S Z I~z
From the foot of the mountain, singing. RETWVOR5

(Shizishit 102, Summer, Michitsuna no haha)
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Kiyosuke does not specify a source of this anecdote, but it is loosely related to the
previous two passages from the Goki, as Kiyosuke claims that it is a story told by Minamoto no
Yoritsuna (ca. 1024-97)—Yoriie’s younger brother. Here, the previously discussed Yoriie’s
marginal position in the poetic coterie seems to be irrelevant, or at least, Kiyosuke does not
continue his discussion in that light. More importantly, the third section, which describes
Yoritsuna’s visit to Noin, reveals the peculiar way in which male poets in the mid-eleventh
century idolized Noin as a sage, and flocked to his residence in a mountainous area in the
outskirts of Kyoto, in the hope of listening to him retell waka lore. In other words, Yoritsuna’s
account of his visit to Noin shows that in the mid-eleventh century, waka went through a
transformation from a means of spontaneous personal communication in everyday human
relationships (i.e. friends, husband-and-wife) to an obsessive “pursuit/hobby” of predominantly
male, middle-ranking officials. These male poets, like Yoritsuna, were mainly interested in
learning about waka, rather than demonstrating their own poetic sensibilities in daily life.

This view represents nothing but Kiyosuke’s own ideas about the history of waka and the
particular role that a pivotal figure like Noin played in changing the course of its trajectory. In

this regard, Kiyosuke’s association of Noin with the concept of “poetic passion” (4 & + # -
#UEF, suki) is important, because it was this kind of nonchalant yet highly romantic attitude

toward waka, epitomized in Noin’s statement “I excel at waka, because, fortunately, I love it so

much” (FAVRIZET 513, HFEFHS 5072 D), that attracted a new generation of waka

66 SNKBT 29, p. 91.

67 Ibid., p. 88.
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poets in the mid-eleventh century. In another passage in the Fukurozoshi, Kiyosuke cites Noin’s
admonition to a young poet, “You have to love it! Only because you love it, you compose waka!
BAfa~, T EhUIHE L)

It is possible that many of the middle-ranking officials, like the members of the Group of
Six, who often lived far away from Kyoto during their tenures as provincial governor or filling
other less prominent posts away from the capital, wished to “carry” waka with them, as an
emblem of courtly refinement. However, not everyone had the talent or perseverance to master
the composition of waka. In other words, not all waka poets in the mid-eleventh century,

referred to somewhat pejoratively as “song composers” (#Xwt 7, uta-yomi) in the Konjaku

monogarari shii, understood “poetry” in the way Bo Juyi and the authors of the Kokinshii
prefaces defined it. Accordingly, those male poets who worshipped Noin and uncritically
embraced his aphorisms must have assumed that the possession of such knowledge would
somehow endow them with their attainment of courtly refinement, which they needed to display
in the provinces as a means of legitimatizing their authority as representatives of the central state.
Therefore, the way in which the Group of Six promoted waka was, ironically, antithetical
to Noin’s approach to waka. Kiyosuke does not mention this, but when Masafusa wrote about
the Group of Six in his diary Goki, he was probably sarcastic about the snobbishness of these
emerging poets, who judged others based on their secondhand knowledge of waka lore. Emperor
Juntoku’s comment also suggests that the success of the Group of Six poets in the GoShiishii

only reflects that they “were throwing their weight around” (® > L ) |} %) at the time.

68 Ibid.
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Chapter Four

Oe no Masafusa: The Life and Legacy of the First Critic of Insei Japan

Introduction

The previous chapters in Part One examined kanshi and waka practices between the
eighth and the eleventh centuries, mainly through textual analyses of “prefaces” (jo) in the
literary anthology Honcho monzui (ca. 1058-65). In Part Two, I examine how Oe no Masafusa

(KILEEJS, 1041-1111) altered the Kidendd tradition at the dawn of the insei period, or Japan’s

long twelfth century (1086-1221). There is no better place to launch an inquiry into the general
aristocratic ethos as well as the particular intellectual and cultural trends of the twelfth century
than by examining the life and works of Masafusa, whose writings range in the following nine
categories:

1) Diaries: Goki (Y150’
2) Ceremonial proceedings and manuals: Goke shidai (JLZXK ),
Goke nenjit gyoji (ILZKAFEH1TH), Masafusa sho (£J515), and Naiben

saiki (NFTHRC)?
3) Buddhist prayers (X, ganmon): Gé totoku nagon gamnonshii (JLEFEF
5 FEOCER)?

4) Biographies (&, den): Zoku honché ojoden (i AL EAR), Honcho
shinsen den (ANEARHLR);
5) Records (&L, ki): “Tsushima koginki” (85 EH#RED), “Kobi no ki” (FIVI

1. For a reconstructed modern edition of the Goki, see Kimoto Yoshinobu’s Goki itsubun shiisei (1985).

2. For bibliographical information of the Goke nenjii gyoji, Masafusasho and Neiben saiki, see Kimoto
Yoshinobu'’s article in Kokubungaku kaishaku to kansho, vol. 60-10, (1995), pp. 53-57, especially p. 57.

3. A reconstructed annotated text of Masafusa’s Buddhist vows is available in Yamazaki Makoto’s Go
totoku nagon ganmonshii chiikai, (2010).
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a0),* “Kuiraishi no ki’ (ff&fiizL), “Yiijo no ki” (2 L), “Rakuyd
dengakuki” #% Pz H %550), and “Bonen no ki” (B4 it);

6) Kanshi

7) Waka: Masafusashii (£ 5 52), Horikawain hyakushu (JE)15EHE &)

8) Commentaries on the Wakan roeishii: Roei gochii (FHFKVLEE)
9) Commentaries on the Tale of the Genji: Setsugetsu sho (5 H )

After passing the civil-service examination at the unusually early age of eighteen, which
tested the examinee’s skill in composition in Sino-Japanese,® Masafusa was appointed tutor to the
crown prince (W= 12, t6gii gakushi) in 1067, and held that position until 1085. As such, he
served as the private tutor (RFat, jidoku) for three consecutive sovereigns, Emperor GoSanjd, his

son Emperor Shirakawa, and Shirakawa’s son, Emperor Horikawa.’ In short, Masafusa was not

only a key player in the insei administration in its earliest decades but also one of the innovators

4. For an English translation and fascinating study of “Kobi no ki,” see Ivo’s Smits’ article, “An early
anthropologist? Oe no Masafusa’s 4 record of fox spirits” in Kornicki and McMullen, eds. Religion in
Japan, pp. 78-89. Marian Ury also provided her translation of the text in her article, “A Heian note on the
supernatural,” in Journal of the Association of Teachers of Japanese 22 (1988): 189-94.

5. For a textual analysis of the “Tsushima koginki,” “Kobi no ki,” “Kuiraishi no ki’ and “Yjo no ki,” see
Komine, pp. 76-152, and also Fukazawa, pp. 104-62. For a study of the “Rakuyd denrakuki,” see
Fukazawa, pp. 63-103.

6. For the Roei gochii, see Kuroda Akira, pp. 1-27.

7. Komine Kazuaki mentions that Masafusa once write commentary on the Genji monogatari. ([...] /&
A&, THEEWEE) OFR%EZ D T fiindd %, Komine, p. 223.) For the partially surviving text
of the Setsugetsusho (25 H ) and its bibliographical analysis, see Horibe Shdji, pp. 116-137 (In a book
chapter entitled, “VR FQHIEEME % FARE,” “3. BifE RO HE TEH AP ) U WT)

8. Fujiwara no Akihira, for instance, was in his forties when he passed the exam. Sugawara no Michizane
was twenty-nine years old when he passed the taisaku (XX 55) examination in 874. (Kugyé bunin, p.

151.)

9. The Sonpi bunmyaku (553K, Branches of Clans of All Classes), for instance, notes that Masafusa
was an “imperial tutor for the three generations of [emperors] GoSan;jd, Shirakawa and Horikawa.” (=X
Rrwctt =S ) 1) (Kuroita, vol. 4, p 96.)
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of the new political system and culture of emerging “medieval” Japan.

Modern biographical studies of Masafusa have reconstructed his legacy as an influential
scholar-official by mainly focusing on his “self” and complex “personality.” Approaching
historical figures by making analogies to “ourselves” is unavoidable, and is a basic method used
in modern historiography. However, a historical individual’s “personality” cannot be
reconstructed without examining the significance of his life and works in their own historical
contexts. For these reasons, in this chapter, I reintroduce Masafusa as the first critic of insei
Japan, whose prolific writings accentuate the evolving nature of Kidendd scholarship, namely,
the studies of the Chinese Classics and the cultivation of elegant Sino-Japanese prose and verse
style, and the meaning of the composition of belletristic discourse in aristocratic society. I argue
that a unique combination of Masafusa’s family background, his talent in both academic and
administrative matters, and his patrons’ enthusiasm in reviving ancient customs provided him
career opportunities only enjoyed by Sugawara no Michizane (845-903) before his exile in 901.

In fact, it was Masafusa’s high status as a senior noble (kugyo) that enabled him to
express his somewhat cynical appraisals of the society that he lived in with relative freedom, by
commenting on the gradual devolution of the role of Kidendd scholars from trusted personal
counselors of learned emperors to somewhat reclusive literati with high literary achievements,
and then finally to mere spokesmen for their increasingly self-serving imperial patrons. By
closely analyzing Masafusa’s biographical essay “Bonen no ki,” a youthful Chinese composition,
and a Buddhist vow (ganmon) written in memory of a fellow academician, I show how the
opinions Masafusa expressed in a highly cryptic manner eventually became the basis for the insei

mentality.
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I also examine the ways in which anecdotal writings about Masafusa became a popular
trope in various prose narratives from the insei period, such as courtiers’ kanbun diaries, books
on yusoku kojitsu (courtly customs and their precedents), vernacular tales and historical
narratives. Considering Masafusa’s own versatility as a writer, such widespread reception of his
written and spoken words is no surprise. By closely reading some of the representative anecdotal
narratives about Masafusa, I explore what their aristocratic authors wished to draw from

Masafusa’s legacy as a scholar-official.

1. “Bonen no ki” and the Legend of Student Oe no Masafusa

Masafusa—a scion of the Oe clan, which produced generations of Confucian scholars who

served in the State Academy (K% %%, Daigakuryo, also called fiunya no tsukasa) beginning in

the mid-ninth century—was an extremely talented student of the Chinese Classics. In his
autobiographical essay, “Bonen no ki” ((4F5t, “A Record of My Twilight Years,” ca. 1099),
originally written as a preface to a now lost collection of his Sino-Japanese poems (5,

kanshi)," he reminiscences about some of his earliest academic achievements. Alluding to the
famous passage from the Confucian Analects, “At fifteen I set my heart on learning; at thirty I

took my stand; at forty I came to be free from doubts [...],”"" “Bonen no ki” begins:

10. The “Bonen no ki” survived because shortly after Masafusa’s death, it was included the popular
anthologies of kanbun compositions, such as the Choya gunsai (FHHFH£#K, 1116, ed. Miyoshi no

Tameyasu =EA R, 30 vols., of which nine are missing) and the Honcho zoku monzui (AEHRE SCPE, 13

vols, after 1140). The modern annotated edition by Osone Shosuke is available in Yamagishi et. al. eds.,
NST 8, pp. 161-64. Marian Ury’s English translation is based on this modern edition. “Bonen no ki” is
also called “Bonen shiki” (B-4F5¥aL). (See Iso Mizue’s biography of Masafusa.)

11. The Analects, Book 11, 4. Lau, p. 63.
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I learned to read in my fourth year; was well acquainted with Shik chi 52
il, The Records of the Historian] and Han shu [{£32f, The History of the

Former Han Dynasty] in my eighth year; and composed Chinese poems in
my eleventh year. All the world called me a child prodigy [f#]. [...]

When I was in my sixteenth year, I wrote my Rhyme-Prose on “Autumn
Day’s Idleness” [#X HPJE DHR]. The late head of the Academy, his

lordship Fujiwara no Akihira [f#/5{BH, 9892-1066], gave it warm

approbation.”"?

Masafusa’s recollection of his formative years reveals that in mid-eleventh century Japan,

education for a young student in the Kidendd ({38, lit. “Way of annals and biographies,”

history and literature curriculum) at the State Academy consisted of three stages of training in
Chinese literature: 1) learning the basic vocabulary, grammar and syntax of classical Chinese,

presumably through “primers” (¥1°#2, yogakusho) such as the Qian zi wen (¥, Thousand
Character Classic) and the Meng giu (583K, Search for Enlightenment)"; 2) gaining familiarity

with Chinese history and a corpus of biographical anecdotes of famous individuals (i.e.
emperors, ministers and generals) through chronicles such as the Shijing and the Han shu; and 3)
cultivating skill in the composition of prose and verse in Chinese, based on knowledge of the
classical texts. Masafusa was considered a “child prodigy” not only because of his literary
“creativity.” Rather, he was considered extraordinary for the speed and precision with which he

mastered Chinese literary studies, the tradition of which in part had been devised and

12. Translated by Marian Ury. Ury and Borgen, pp. 148-149.

13. For discussions of primers, see ( Ota Shojird’s essays, “Kangakuin no suzume wa naze mogyl wo
saezutta ka” (B FPE DAL e SR 2> 727>, 1972) and ““Shibu no dokusho’ ko ( "PUER / 58

& #1959). Ota, vol. 1, pp. 216-35, 236-46.
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safeguarded by his ancestors.

For instance, in Masafusa’s “rhyme prose” on the topic “Autumn Day’s Idleness,” he
combines his literary imagination with his knowledge of the Chinese Classics. Masafusa also
proudly refers to this composition and Akihira’s positive response to it as one of the most

memorable events in his life in the “Governor General’s Self-Praise” (& H i D %) section of
the Godansho.'* A quick review provides a key to understanding Masafusa’s own self-appraisal
as a Confucian scholar. This composition survives today, because within a few decades after
Masafusa’s death, it was included in the mid-twelfth century anthology of Sino-Japanese verse,
Honché zoku-monzui (A8 XK, Later Literary Essence of Our Country, editor unknown, ca.
1155-63).1°

First, Masafusa associates the given topic (“Autumn Day’s Idleness” kK HPHJE) with a
“recluse,” who “lives frugally” because of his proclivity for a “dark and quiet place” and a “mind

absorbed in books.” (Rt z &, Hi=EAPR, LHESCEE, ') He then expands upon the

topic by describing the bookish man’s reverie-like visions of the deepening autumn, with an
unfolding tapestry of nature images: dew, rain, an interlude of zither music, wine, a moonlit lake,
a cricket’s cry, the sound of the wind, geese and cranes in the sky, storm, withering grass, pale

mists, colorful foliage, crying pheasants, withering willow, and wild beasts trampling on

14. SNKBT 32, p. 217.

15. SZKT 29-2, Honché zokumonzui, p.3. Kawaguchi Hisao briefly discusses the first few lines of this
poem in his biography. (Kawaguchi, pp. 27-29.) Satdo Michio discusses that the Honché zoku-monzui
was compiled by an academician among Akihira’s descendants in his Fujiwara Shiki House (i U5%),

sometime between the Kyiiju 2 (A7#F, 1155) and Ohd (J&#, 1161-1163) era. Satd (2003), pp. 35-65.

16. SZKT 29-2, Honché zokumonzui, p.3.
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mugwort.
The reader soon realizes that this almost too extravagant phantasmagoria of an autumn
day is actually taking place in the recluse’s imagination, not in the vicinity of his humble abode.

In the introduction to the poem, Masafusa describes his poetic protagonist’s life as follows:

My garden is barely open to three narrow paths;
In the house, all I stare at are the four walls.

Behind a closed door, I have long stopped thinking about paddies and fields;
Behind a draped curtain, despite the remoteness, I have acquainted myself with
[scenes from] the past.

Fragrant boughs hang from the tree;
All alone, I familiarize myself with Pan Anren’s works.

A sagging willow stands besides the gate;
Despite the distance, I aspire to follow Tao Yuanming’s path.

VEREDE =18, FMERTPUEE,

PR DA B, 1 e DUE RN
RS, MR 2,
RGAEM, AR PR 2 B, 7

It needs to be noted that the phrase “All I stare at are the four walls” (ZME X} U E#)

alludes to an expression used by Masafusa’s great-grandfather Oe no Masahira, (952-1012) in his

letter of proposal (s9jo) to an emperor, in which he complained about his and his family’s

==

poverty: “My residence is all but four walls” (Z{EVUEE).” Unlike Masahira’s composition,

Masafusa’s reference to the “four walls” appears fanciful. The final stanza confirms that the

17. Ibid.

18. Gotd (2006b), p. 128. For my analysis of Masahira’s composition, included in the Honcho monzui,
see Chapter 2.
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series of autumnal visions discussed above were indeed hallucinatory, since they emerged while
the recluse was attempting to concentrate on his studies:

Alas! Here am I perusing books of classical literature,

and studying ancient philosophy and historical chronicles.

Even if the names of the old dynasties have become obscure, posterity still
honors the beauty of the language [in texts].

Li Guang was a “flying general,” who served a Han emperor. For him
living in Longshan was part of his destiny [before his government service].

Fan Li was a wise prime minister, who served in the state of Yue.
Living by a lakeside, he avoided receiving rewards [after his retirement].

[ humbly aspire to walk in the dust of these eminent gentlemen’s footsteps
because I revere their lofty achievements!

WERE, WRELEET 151,
HIREBEE A, 2 RS 35,
BINHEE 2R, b EEERELL,
TR E 2 B, EERRARTIK,
WK IHEE, bR ik th, v

The image of the ascetic scholar who denies the sensory pleasure of the deepening
autumn for the sake of his bookish pursuit closely resembles that of the young Masafusa. For

instance, Kawaguchi Hisao (JI[ F1/AJff, 1910-93), the literary scholar and first modern

biographer of Masafusa, once called this verse Masafusa’s “fine self-portrait, the ostensibly
mature writing style of which vividly depicts the ways in which he devoted himself to [Chinese]

studies, in order to take on the mantle of his family’s tradition.”*® The somewhat excessive

19. Ibid.

20. —HER L 2 XLFEDOERIC, Ao TUHLRDHfE DR MEIC) L LI k2EH 4
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juxtaposition of the season’s natural images, and the poetic protagonist’s forthright expression of
his adoration for the morally upright politicians and dedicated scholar-poets from Chinese
history reveal something youthful about this composition.

In “Bonen no ki,” Masafusa goes on to say that his mentor Fujiwara no Akihira (i< BH
ffi, 989-1066) was impressed by another poem he composed in his sixteenth year, on the topic
“Falling Leaves Covering the Stream and the Rocks” (74 %= /& F13), and commented that
Masafusa “had already reached his poetic zenith” (3 CIZAEBLICE] D 72 ). Although

Masafusa may have exaggerated Akihira’s appraisal, the poem in question shows that Masafusa
was capable of expressing his own thoughts and ideas in highly stylized classical Chinese when
only in his mid-teens. Moreover, when this poem appeared posthumously as one of seven
compositions by Masafusa in the opening section of the first volume of the anthology Honcho
zoku-monzui, along with the inscription, “[Composed by] Student Oe no Masafusa, in his

Sixteenth Year” (“FZETLIE B4 17N), the self-prescribed image of Masafusa as a “prodigy”

became part of the Masafusa legend, numerous variants of which would appear in the vernacular

anecdotal literature that flourished throughout the insei period.

2, Modern Biographical Studies of Oe no Masafusa

LIV EDRSETwS, fFH LWHEHRE SR X9, Kawaguchi, p.29.

21. Yamagishi, et. al., p. 162. “I had already become an outstanding poet.” (Ury and Borgen, p. 149.)

22. For a summary of biographical tales about Masafusa in setsuwa, historical narratives, and war
chronicles (gunki) from the medieval period, such as the Kojidan, Zoku kojidan, Kokon chomonyji,
Jikkinsho, Gukansho, Imakagami, Heike monogatari and Taiheiki, see Yoshihara

Hiroto’s (5 575 A) “Oe no Masafusa no chuseizd” (“Oe no Masafusa Seen Through Medieval

Narratives”s). (Kobayashi et. al., eds., pp. 146-56.)
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Among modern scholars, Kawaguchi Hisao first introduced Masafusa as “an

923 =

intellectually and politically complicated human being”* in his 1968 biography, Oe no
Masafusa, the first book-length study of the scholar-official. In this book, Kawaguchi attempts
to reconstruct Masafusa the man by incorporating various historical sources into his narrative,
based on his belief that what appears extraordinary about Masafusa to the modern reader is
largely due to his complex personality rather than to the particular socio-political conditions that
surrounded him and his courtiers.

To this day, the most comprehensive biography of Masafusa in English remains Chapter

Three of Fredric J. Kotas’ unpublished dissertation, Ojoden: Accounts of Rebirth in the Pure

Land (1987).** Kotas’ main subject is the Zoku honché djoden (e ANFHFE AR, Later

Biographies of Those Reborn in Paradise in Japan, ca. 1099-1104), the second of the Heian

ojoden—biographies of people believed to have achieved rebirth ({£42, 9j6) in the Pure Land—

written by Masafusa. Kotas provides a succinct, well documented overview of Masafusa’s life
and works, while carefully examining his family background and career as well as such issues as
the religiosity of the aristocratic laity in Heian Japan and Pure Land Buddhism, which was

particularly popular among them. Furthermore, citing Fujiwara no Munetada’s condemnation of

23, ZZMHVIC B BOARINIC S JEHT L 72 AfH. Kawaguchi, p. 2.

24. Among a handful of published works on Masafusa in English, two articles written by Marian Ury
(1933-95), the first introducing the Godansho (ILiR¥Y, Notes on Dialogues with Oe no Masafusa,

translated by Ury as Oe Conversations, ca. 1107-11) and second, a translation of the “Bonen no ki,”
exemplify the biographical approach pioneered by Kawaguchi. Ury claims that “in old age [Masafusa]
appeared at least to some of his contemporaries as eccentric, childish and self-indulgent.” Citing an
individual most likely to have held such an opinion, she turns to Fujiwara no Munetada (/i i,

1062-1141), whose diary Chayitki (45 7c, 1087-1138) has long been valued as a comprehensive source

of first-hand accounts of everyday political and cultural activities in the Japanese imperial court in the
early twelfth-century.
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Masafusa as “one crazed about writing” (3CIE, fumi gurui),”® Kotas introduces an array of

Masafusa’s writings in “a tremendous variety of formats and styles,” including the ostensibly
religious Zoku honchéo ojoden.*® Kotas’ primarily textual approach to Masafusa foreshadows a
series of “non-biographic” studies of Masafusa undertaken by numerous scholars in Japan since
the early 1990s, as part of the new discipline of insei studies, which was an outgrowth of
interdisciplinary scholarship on twelfth-century Japanese culture.”

It is certainly tempting to confer such epithets as “eccentric, childish and self-indulgent*
on someone who does not hesitate to call himself a “child prodigy.” In fact, the narrative tone of
many of Masafusa’s writings is highly judgmental, hyperbolic and yet at the same time,

enigmatic. Thus, any desire on the modern reader’s part to analyze the “inner-self” of such an

25. Also in Kawaguchi, p. 137. Kotas refers to the page 292 of Kawaguchi’s biography, but the key word
fumi gurui does not appear there.

26. Kotas, p. 111.

27. One indispensable guide to this non-biographical approach is the October 1995 issue of the journal,
Kokubungaku kaishaku to kansho (EI3C: MR & 88, National Literature: Interpretation and

Appreciation), entitled “Special Issue on Oe no Masafusa: The Philological Universe of the Insei
Period” (Ff£E KILIES © BB o 5 5E5H). Comprising twenty-one short articles by nineteen

contributors, this pathbreaking publication attempts to reconstruct the “universe” embodied in Masafusa’s
writings by deconstructing Masafusa the author into the following six elements: 1) the zeiigeist of the
time he lived in CRYLIEJE DIRFR); 2) diaries, aristocratic lore, and biographies (H &t - A% « {£550); 3)

the reception of Chinese studies (777 D32 %¥); 4) waka and Sino-Japanese compositions (FI1HK « iF

=iIh

X); 5) anecdotal narratives and language (3% * 5 a); and 6) religion and the performing arts (532X

9, G

ZiBE). This multi-author issue provides a kaleidoscope of views of Masafusa’s “philological universe,”

but what the reader will make out of such fragments of diversely textured pieces is another matter. Even
today, while close textual analyses of Masafusa’s individual writings abound in Japanese (see for
example, Komine, pp. 45-400; Fukazawa, pp. 63-164), holistic studies of Masafusa’s “philological
universe” are surprisingly rare. As his derogatory nickname, fumi gurui, suggests, part of the difficulty of
attaining a macroscopic view of Masafusa’s philological activities is the sheer number and the variety of

texts attributed to him.

28. Ury (1993).
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“anxious individual”® through writings attributed to him are understandable. This modern belief
in individual psychology provided the impetus for the biographical approach, epitomized in the
following statement by Ury: “[t]he stars that beckons one to study these two works [the “Bonen
no ki” and the Godansho] is the reconstruction of a human being, or at least a portion of one.”’
But the assumption that these texts are autobiographical in the modern sense needs to be
reconsidered, because the extent to which Masafusa glorifies his own literary achievements is
rather unusual.

The Godansho, for instance, consists of Masafusa’s private conversations with his

disciple Fujiwara no Sanekane (Bl 93, 1085-1112), but the text was not written by Masafusa

(13

himself. As such, it is a valuable source of Masafusa’s “off-the-record” comments on various
literary and interpersonal matters. However, as I will discuss in Chapter Six, a literary historian
cannot rely on the Godansho alone because as a composite text of various discourses associated
with Masafusa, the information it contains was reconstructed not only by Masafusa and

Sanekane, but also by its readers in subsequent centuries. In contrast to the lengthy Godansho

(at least in its most widely circulated edition, the Ruijiibon ZHfiEA), “Bonen no ki” fills only

three pages, and Masafusa’s self-referential remarks in this brief text are actually less prominent
than his comments about other people. In short, as far as the Godansho and the “Bonen no ki”

are concerned, Masafusa reveals more of himself as a critic than an autobiographer.”’ And the

29. Ury and Borgen., 145.
30. Ibid, p. 147.

31. In this regard, Ury’s observation that no matter how “truly autobiographical” Masafusa’s “Bonen no
ki” appears to be, it is fundamentally different from a Western autobiography, the common elements of
which are “the author’s awareness of his being ‘singular’-his (or in one and half cases, her) difference
from his fellows” is important. Risking an ostensible contradiction with her initial recognition of
Masafusa’s individuality, Ury concludes that in “Bonen no ki,” Masafusa “testif[ies] to being part of a
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only way to overcome the overemphasis placed on Masafusa’s personality or his “self” in
modern biographical studies of Masafusa is to broadly contextualize his writings diachronically
and synchronically, both with other Kidendd scholars’ writings in Sino-Japanese (i.e.
compositions in the Honcho monzui) and other insei texts (i.e. courtiers’ kanbun diaries and
setsuwa collections). Only by doing so, can we understand why Masafusa expressed his
opinions in certain idiosyncratic manners and why his opinions matter to our understanding of

Japanese literary history and insei culture in general.

3. Ritsuryo State and the Fujiwara Regency

Why did Masafusa’s skill in Chinese composition matter so much in the society that he
lived in, and why did Masafusa regard his achievements in this area as notable? In the ritsuryo

(FE47, “penal and administrative laws”) state, the structure of which was modeled after Tang

China in the early eighth century, all official documents were drafted in Chinese, and written
fluency in that language was considered a prerequisite for entering public service. By the mid-

eleventh century, political power was seized by Fujiwara no Michinaga (&JiE &, 966-1027)
and his son Fujiwara no Yorimichi (%538, 992-1074), who as the maternal grandfather and

uncle of young emperors, became regents. Nevertheless, as the historian Cameron Hurst
discusses, “[d]espite the growth of extensive private interests and the increasing ‘familiarization’

of authority during the Fujiwara regency, the Chinese-style state structure did not wither away

community, whose members accept him and applaud him for conforming to their ideals.” This not only
suggests the paradoxical nature of modern biographical studies in general, but also reaffirms the notion
that pre-modern Japanese cultural phenomena cannot be simply explained by literary models and theories,
based on Western or/and modern paradigms, such as concepts of the self and autobiography.
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and die but continued to function as the source of ultimate legitimacy.””**

Previously, historians assumed that during the heyday of the Fujiwara regency, the
imperial state system declined because important political decisions were made privately in the

regent’s “household administrative office” (BFIT, mandokoro).”> However, recent scholarship

has rejected this view, because it oversimplifies the complex relation between the traditional state
apparatus (particularly its decision-making body) and the regents’ offices. For instance, the

Japanese historian Mikawa Kei (32)1|£) emphasizes the continuation of the ritsuryo system

during the Fujiwara regency, and provides a structural analysis of the regental politics and the

locus of its power through an examination of the “Senior Nobles’ Assembly” (Fi%E, jin no

N

sadame ), an ad hoc organization consisting of senior nobles (A, kugyo), similar to today’s

national parliament, which was part of the Council of State CKIE,, Daijokan).** In this

revisionist history, Fujiwara regency politics is no longer considered an alternative to the ritsuryo
system; rather, by outnumbering the assembly with their own “family members” (< 7 F), the
Fujiwaras exploited the existing political institution to serve their own interests. It was during
the final decades of the Fujiwara regency that Masafusa spent his formative years at the State

Academy under the tutelage of the Fujiwara scholar, Akihira. For the same reason that the

32. Hurst, p. 28.

33. This view is represented by the following statement by Hurst: “At the height of their power, from the
mid-tenth to mid-eleventh centuries, Fujiwara regents made most of the important political decisions
within their own household administrative office (mandokoro). Documents issued by this office, called
kudashibumi, bore more weight than imperial edicts.” (Ibid., pp. 4-5.)

34. Mikawa (2006), pp, 48-51. “Council of State stood above the eight major bureaus as the highest organ
of government. Its members were the three Ministers (K, Left, Right and Palace); the Counselors (il

=, Counselor, Grand Counselor); and the Consultants (Z¥i%).” (Tyler, p. 1162.)
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emperor (regardless of his age or ability to rule the country) continued to function as “the symbol

9935

of public authority”* even during the Fujiwara regency, the formal structure of the ritsuryo state
and the role of classical Chinese as the official language of civil service did not diminish in the

mid-eleventh century.

4. Kidendo and the Oe Clan

Judged by contemporary standards, the society Masafusa lived in was too non-egalitarian
to grant him career opportunities were it not for the long history and high reputation of his clan.
Considered one of the most prominent scholarly households on a par with the Sugawara since the

Jowa era (ZX1, 834-48), the Oe family produced generations of “scholars” (X &4,

monjoshé ), “scholarship students” (X EFFSEA, monjo tokugyoshé) and “Doctors of

Letters” (X & 12, monjo hakakase) in the Kidendo track.*® At the State Academy, which was
part of the Bureau of Ceremonial (z\#44) and staffed by a ranked hierarchy of teachers and
students, aside from the Kidendd, courses were offered in the following three fields: “Confucian
Classics” (HH#E, myogyo), “Legal Studies” (HA7%, myobé) and “Astronomy” (518, sando).”

Since it was customary for sons of the Oe clan to specialize in the Kidend®, it is not surprising

35. Hurst, p. 31.

36. Yamanaka, p. 229. In his Heian jinbutu-shi (V- NY)7&, Biographies of Heian Personages), the
historian Yamanaka Yutaka (ILIH1#3) provides concise yet well-documented biography of Masafusa and

his family. (Yamanaka, pp. 229-45). For a complete genealogy of the Oe clan, see the Sonpi bunmyaku,
vol. 4, pp. 89-107. For an abridged version, see Kawaguchi (1968), pp. 346-48 or Kawaguchi and Nara
(1984), p. 1579. An index of people’s names in the appendices to the Godansho (SNKBT 32, pp. 1-22)
provides useful references to the majority of the Oe scholars, whom Masafusa discusses in the Godansho.

37. For a summary of the history of Academy, see Ishimura, pp. 69-73.
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that Masafusa began his studies with the two canonical texts of Chinese history, Skiji** and the
Han shu after mastering elementary Chinese.

According to the modern Japanese historian Ishimura Teikichi (15 H i, 1876-1973),
who wrote extensively on “knowledge of ancient matters and customs” (5 Hk# 52, yiisoku

kojitsu)—a body of precedents from the ancient imperial state regarding court service, and
retrospective study of them in the subsequent centuries—the State Academy became obsolete

around the Hoen era (4L, 1135-40).39 Nevertheless, in a society wherein ancient customs were

valued, the Chinese classics and the language they were written in never lost their prestige or
practical values. In the same way that ancient imperial rulers cultivated themselves by studying
the Confucian canon and Chinese historical chronicles, both aristocratic and military leaders
continued to study them rigorously in the medieval and early modern period.

For these reasons, scholars of the Chinese Classics, especially those who served as
private tutors for the rulers were greatly valued in premodern Japanese society. One of the

yiisoku kojitsu compendiums from the insei period, Kinpisho (ZEW6¥Y, Commentary on Secret

Matters in the Imperial Court, ca. 1219-22) contains miscellaneous notes written by Emperor

Juntoku (MHFE K &, r.1210-21, 1197-1242) on some ninety-one topics related to court culture,

ranging from various details of the imperial palace complex, calendrical events, Buddhist

ceremonies, officials and attendants and their particular duties. The following passage on the

38. The Shiji is “the official history of China from the beginning up to the reign of Emperor Wu of the
Early Han dynasty, completed by Sima Qian (7] /53, Jp. Shiba Sen) in 91 B.C. It covers up to the Early

Han dynasty and is the model for all later dynastic histories. A basic text at the Academy (together with
the Han-shu), and essential reading for Heian officials, it left traces in the [7ale of Genji].” (Tyler, p.
1148.)

39. Ishimura, p. 73.
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“Matter of A Private Tutor.” (fHIf\f5¢5) summarizes the role of a private tutor:

A [crown prince’s] private tutor for “annals and biographies” (kiden) has to
be selected very carefully. [The fact that he has to be] recognized in
society is evident. Before the prince’s accession to Heir Apparent and his
First Reading,” the tutor is supposed to draft imperial edicts on behalf of
senior nobles and emperor’s messengers as well as ceremonial
compositions for various Buddhist rites.

AR DML, BEA FERE 2 XL, HOFFFAHE LD,
HUE ERITEEITE IR DA, AT o E iy O BEIHEE 1 OISR D
%o 41
The tradition of the Oe as the house of academicians began with Oe no Otondo (KVL &
A, 811-77), the grandson of Prince Abo (FiIfR#E T, 792-842), who requested that his clan name
Oe (KH%, “great branches”) be changed to the more auspicious Oe (KYL, “great rivers”) in
866.42 Otondo was an accomplished student of the Chinese Classics, and tutored Emperor Seiwa

(ERIR R, 1. 858-76, 850-80) in the Shijing.*® It was during Otondo’s time that the Oe became

the unofficial caretaker of Kidendd scholarship together with the Sugawara. Otondo’s grandson

40. On-fumi hajime ({HIF17) is “a ceremony in which a Prince, Heir Apparent, or young Emperor gave a

first, formal reading from the Chinese classics.” (Tyler, p, 1139.) Usually, it took place when the prince
was seven years old, as in the case of the male protagonist of the Genji monogatari: “Now the boy [Genji]
was permanently in attendance at the palace. When he reached his seventh year, His Majesty had him
perform his first reading, which he carried off with such unheard-of brilliance that his father was frankly
alarmed.” (Ibid., p. 12.)

41. Kinpisho kochii, shitkaisho, p. 117.

42. Otondo was the son of of Oe no Motonushi (KFZA~T2), the son of Prince Abo. Prince Abo’s father is
Emperor Heizei (CFCK &, r. 806-809, 774-824). Celebrated poet-brothers Ariwara no Yukihira (1EJ5 17
“J~, 818-93) and Ariwara no Narihira (7EJi53%°F-, 825-80) are also the sons of Prince Abo.

43. Yamanaka cites passages from the Sandai jitsuroku (= f\FZE%, Records of the Three Generations:

Emperors Seiwa, Yozei and Koko, 901) as a source of this information. Yamanaka, p. 229.
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Oe no Koretoki (RVLAERF, 888-963) served as private tutor for three consecutive sovereigns (—
RAEFE, sandai jidoku)-Emperor Daigo (B2l K &, r. 897-930, 885-930), Emperor Suzaku (%4
R E, 1.930-46, 923-52) and Emperor Murakami (Ff_EK &, 1.946-67, 926-67). Oe no
Masahira CKYLIEMf, 952-1012), Masafusa’s great-grandfather, taught Emperor Ichijo (—55R
2, 1.896-1011, 980-1011) and Emperor Sanjd (=55 K&, 1.1011-16, 976-1017), while Oe no
Takachika (RIL.Z8H), Masafusa’s grandfather, taught Emperor Golchijo (8 —55 K=,

r.1016-36, 1008-36). Normally two scholars are selected for the office of the Tutor of Crown

Prince (W= “#12), and Masafusa’s immediate predecessor was Fujiwara no Akihira. Imperial

tutorship was generally passed on among the Sugawara and Oe scions.
Therefore, Masafusa was not the first in his clan to act as tutor for three emperors. What
differentiates Masafusa from his ancestors, is the speed at which he advanced in the court

bureaucracy. Since the time of Otondo, who served as the provincial governor (5, kami) of
Mino (32}, present-day Gifu prefecture), Tanba (FHH, part of present-day Kyoto and Hydgo),
Harima (f&/, part of present-day Hydgo) and Omi (T7L, present-day Shiga), it was customary
for the sons of the Oe to start their official careers with a governorship after passing the civil

service examination. Called zuryo (327H, lit. “the receiver of business from the predecessor”),

governors in the period administered the quotidian affairs of sixty-seven provinces, and thus
were an integral part of the centralized state, but their ranks were middle-ranking.

During his lifetime, Otondo attained Junior Third Rank (£ =17), becoming the first Oe
to join the “senior nobles” (kugyd, also called 23K kandachime)-the highest echelon of the

imperial bureaucracy made up of people with the Third Rank and above. Distinguished from the
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other two lesser classes of “privy gentlemen” (8&_I= \, tenjobito)—a group of officials of the
Forth and Fifth Ranks** and “common courtiers” (i I A, jigenin), senior nobles were the

equivalent of today’s cabinet members. Prior to receiving the Junior Third Rank in 875, Otondo

became one of the eight Consultants (£, sangi) in 864, and together with Ministers (K,
daijin) and Counselors (f5, nagon), actively participated in decision-making in the Council of

State. Since it was customary for former princes and sons of Fujiwara ministers to assume the
position of senior nobles, Otondo’s promotion was rather unusual, and it was his rare
combination of academic and administrative abilities, and Emperor Seiwa’s willingness to
promote men of talent, that paved the way for the promotion of Otondo. Accordingly, his
reputation as an excellent scholar and his many years of public service as governor eventually
enabled him to take up a series of respectable posts in the central government such as Right

Grand Controller (£5K7t), Left Grand Controller (/£ K1), Intendant of the Left Gate Watch
(/efiiMER), and Master of Police (7)1 24),45 culminating in his obtaining the status of

Senior Noble.
Following a similar career trajectory, Otondo’s grandson Koretoki became Consultant in
949. Although his rank at the time was Senior Fourth Lower Grade, in 955 he was promoted to

Junior Third Rank. Like Otondo, Koretoki first served as the governor of Mino, Bizen (fifi Hij,

part of present-day Okayama prefecture) and Omi provinces, while maintaining the position of

44. Or Sixth Rank in case of Chamberlains (&, kurddo), “individually authorized by the Emperor to
enter the privy chamber (J& [ DIi]).” Tyler, p. 1160.

45. Ishimura, p. 97.
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Commissioner of Ceremonial (Zi5KHH) in the central government. In 960, he assumed Middle
Counselor (F'#{§'5)-the highest office given to a member of the Oe clan at the time. Shortly

after his death in 963, Koretoki even received the titular status of Junior Second Rank directly

from the emperor, “for having been a private tutor for the three consecutive emperors.” (5 ) 14
Pe—Ahr, H=AfUFraith, )* However, most of Masafusa’s immediate ancestors, including his
father Narihira (% f4), grandfather Takachika and great-grandfather Masahira, served as

provincial governors, and received the Fourth Rank (P4fi7) for their lifetime service in the court,

but never became Senior Nobles. As discussed in Chapter Two, a series of Masahira’s formal
letters of the application for promotion, included in the Honché monzui, succinctly reveal his

disappointment as a scholar-official.

5. Masafusa and Sugawara Michizane

Because of the similarities in their family backgrounds, their skill as scholar-poets, and

their successful career trajectories in the bureaucracy, Sugawara no Michizane (‘i1 &,

845-903) and Masafusa are often compared to each other as examples of Heian literati par
excellence. On the one hand, their fame as top academicians illuminates the fundamentally
unchanged role of kangaku scholarship in society, as something nurtured and thriving within the
political framework of the ritsuryo state in ninth-to-twelfth-century Japan. On the other hand,
their contrasting political fate brings to fore the dynamic changes in the modus operandi of the

seemingly unchanging political institution.

46. Kugyo bunin, vol. 1., p, 200.
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The political heyday of Michizane declined suddenly in 901, when conservative Fujiwara
and Minamoto politicians became wary of his promotion to Minister of the Right, and he was

subsequently demoted to Supernumerary Acting Governor General of Dazaifu (K5¢ B #MERN.»

By contrast, Masafusa, who also assumed the post of Acting Governor General of Dazaifu in
1097 (in his case, the appointment was not a form of demotion), did not attain an administrative
post as high as Michizane’s, but his longstanding position at court as one of the most influential
scholar-officials remained unchallenged until his death in 1111.

As discussed in Chapter Two, the tarnished public image of Michizane was soon restored
after his tragic death in exile. Robert Borgen writes that in his later years as Governor General of
Dazaifu, Masafusa became “an enthusiastic exponent of the Tenji cult” and played a pivotal role
in the further consolidation of the divine image of Michizane as Tenjin or an “epitome of

learning.”*® In fact, the Godansho contains numerous examples of Masafusa’s glorification of

Michizane. For instance, Book Four of the Ruijubon recension of the Godansho contains the

following statement (FE'H., “oracle”), believed to have been uttered by the then deified

Michizane on the occasion of his conferment of the titular post of Prime Minister in 993:

In days of yore, I was a man of suddenly befallen sorrows on the northern
side of the imperial palace;

47. The Japanese historical narrative Okagami (K#i, Great Mirror, author unknown, the late 11th or the

early 12th century) recounts that the plot against Michizane grew out of Minister of the Left Fujiwara no
Tokihira’s jealousy. Compared to Michizane, Tokihira was “much younger in age, considerably inferior
in terms of his knowledge of the Chinese Classics” (fll & L 072, FH T L DIENITE & DFE

%), and thus less favored by the young sovereign Daigo. (Matsumura, p. 71.)

48. According to Borgen, as Acting Governor General of Dazaifu, Masafusa “regarded Tenjin’s protection
as an vital element in maintaining order in Kyushu.” (Borgen, pp. 357-58 and 368.)
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Today, I am a corpse whose humiliation has been alleviated in the Western
Capital.

Regretting those days when I was alive and rejoicing in death, how can I be
of use [to you]?

Now, all that I had wished for has come true;
I shall protect the foundation of our imperial enterprise!

WEIZALRRICAE L 22585 1D
SPEERICH C 2 FH T EMES

N2 BRAILZ ST 2 WD AR A
GNPSOS CHEAR) TREZ#EDZ L, ©

The majority of Masafusa’s references to Michizane in the Godansho, however, focus
more on the human characteristics of his “divine predecessor”°—namely Michizane’s ability as a
scholar of the Chinese Classics. For instance, in Book Five of the Ruijtibon recension of the
Godansho, Masafusa is quoted as saying, “[t]hereby, Michinaga’s academic achievements, and
the verse and prose he trained himself to compose were a gift of genius [lit. “heavenly given”].
One should refrain from criticizing them. (L 2>#UXHFT~OF R B L OS5 EIL,
RIZZIF LSRN, EAZHTXR)57F, )3 In the same volume of the Godansho,
Masafusa goes so far as to say that Michinaga’s compositions in Chinese “stretch the limits of

the human mind” (LD XS E T AIZH 57, and thus are unfathomable and cannot be readily

understood; and unlike those written by Michizane’s disciple, Ki no Haseo (fCI= 3 EE, 845-912),

49. SNKBT 32, p. 136.
50. Borgen, p. 381.

51. SNKBT 32, p. 177.
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»

they “appear to embody the Way of Dark Mystery” (M{X D& % %°).52

Unlike Michizane, Masafusa’s reputation as a scholar-official was unchallenged from the

beginning. Fujiwara no Munetada (538, 1062-1141), Masafusa’s contemporary and the
author of the diary Chiyitki ({F4550), is known to have denounced Masafusa by calling him
Sfumigurui (3CIE, “one crazed about writing”) and criticized Masafusa for his negligence of

official duties during the last few years of his life. However, in his obituary, Munetada actually

52.1bid., pp. 179 and 180. In light of Haseo’s kanshi preface, “Preface to My Kanshi Poems Composed
After the Engi Era” (L& DA#% #F/¥) in the Honcho monzui, in which Haseo emulates Michizane as his

teacher of kanshi composition, and from which Masafusa borrows the expression “... only do my best to
avoid grammatical and metrical errors” (FL#f%£H) in his “Bonen no ki,” originally written as a kanshi

preface, it is remarkable that the Godansho records Masafusa’s casual remark that Hasao’s compositions
were only secondary to Michizane’s poems. For my discussion of Haseo’s kanshi preface, see Chapter 2.
No doubt an editorial choice by the anonymous editor of the Ruijiibon recension of the Godansho, is
responsible for arranging these separate anecdotes in a single sequence, loosely tied together under the
theme of “Michizane’s compositions” (B DHISCE - fHllff: - {HIFL). In the older Godanshé recensions

which partially survive today, these passages are either excluded or appear in other sections. For
example, Masafusa’s comment that “Michizane’s academic aptitude, and the verse and prose he trained
himself to compose were heavenly given. [...]” appears in the Kanda recension (fflH4%), the extant

manuscript of which contains only 50 anecdotes but can be dated to as early as 1114 or 1115. Masafusa’s
remarks that Michizane’s compositions are “unfathomable” and seem to embody “the Way of Dark

Mystery” both appear in a version of the Godanshé called Suigenshd (7K 5 P, written with the radicals of
the Chinese characters /L. and #% of the Godansho {L#k$)), which dates from 1198 and consists of 256

anecdotes. Neither Kandabon or Suigenshd contains the previously discussed “oracle” attributed to
Michizane the Tenjin. The Ruijiibon recension, which contains the oracle, consists of some 445
anecdotes, a handful of which indicate that additions were made after Masafusa and Sanekane’s death.
(See for example the poet Abe no Namamaro’s episode in Volume 3, SNKBT 32, p. 71.) The SNKBT
edition of the Godanshao is based on a Ruijibon manuscript dated in 1735, which was presumably copied
from the medieval courtier Sanjonishi Kineda’s (5531, 1487-1563) manuscript. Kawaguchi Hisao

and Nara Shoichi’s commentary, Godan shochii is based on an Edo-period woodblock print version of the
Ruijubon Godansha, which is also available in print in the Gunsho ruijii 486, 3 vols. In his introduction
to the SNKBT edition of the Godansho, Goto Akio states that the older recensions (especially the
Kandabon), which primarily consist of Masafusa and Sanekane’s dialogues, are often dissolved, expanded
and reorganized into a topically categorized six-volume compendium in the Ruijibon. Gotd refers to
Kuroda Akira’s (F:HH#) theory that the bulk of new content in the Ruijiibon is concentrated in Books

Four and Six, and was likely to have been adopted from Masafusa’s commentary to the eleventh-century
bilingual poetry anthology, Wakan roeishii. Masafusa’s commentary to the Roeishit, generally called
Roéeishii chii (WIFKEETE), survives in the form of interlinear notes and comments in the marginalia of

some old manuscripts of the Wakan réeishii. For a detailed discussion of different Godansho recensions,
see Chapter 6.
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praised Masafusa, referring to him a “brightest mirror in the world” (K FBH#?), a “key figure in
our imperial court” (]2 ffi#2), and a “fine public servant” (R 1).5

Although never deified like Michizane, by the late twelfth century, Masafusa was revered
as an exceptionally talented scholar-official. For instance, in Taikai hishé (K¥UMHD, Secret
Commentaries of the Earth)—a treatise on kingship that Fujiwara no Koremichi (i /i) wrote
for Emperor Nijo (55K &, 1143-65, r. 1158-65), Masafusa is referred to as a model example
of an individual who “studied the Chinese Classics in order to better serve his sovereign” (& I
D) EDO6ALFZ LTI Z7%N). In fact, the following passage in the Taikai hisho

suggests that as early as in the 1160s, it was considered imperative for an imperial ruler to know

of Masafusa’s legacy as a scholar official:

Masafusa was the son of a Commissioner of Civil Affairs [of the Junior
Fifth grade]. He also served in three other posts and ascended to the rank
of Senior Second as a Middle Counselor. Since he climbed [the career
ladder] by means of his own [academic and administrative] authority, in
my humble opinion, no one was able to criticize him.

5, REAMIDTIC T, S92 D hCiE MPis £ T4 D 0lF
DIRG. BEEELTOED BN, AbAbLEHTIC 2
Tl

In the late eleventh century, the regent Fujiwara no Yorimichi’s daughters failed to

produce imperial sons, and the Fujiwara regency suddenly came to end. Accordingly,

53. Zoho shiry®d taisei 12 (Chiiyiiki 4), p. 96. Ten’ei (KK 2), 11.5.

54. GR28, pp. 6-7. Also in Nihon kyaiku bunko, kakun hen (H AZE S S5, 1913, 1st print in
1910), pp. 560-1.
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sovereignty was swiftly transferred to Emperor GoSajo. As exemplified by the earlier success of

Michizane under the auspices of the Retired Emperor Uda (5% [, 1. 887-97, 867-931), the

Confucian political ideal of a top academician assisting a ruler in “building and ruling the

state” (F5[EJGH) itself was not new. However, the sudden decline of Fujiwara family politics

provided a new pretext for reviving the Confucian ideal, both on the part of the mature imperial
sovereign (GoSanjo), who as Crown Prince had waited for such an opportunity for twenty-two
years, and the exceptionally talented Confucian scholar (Masafusa), whose family background
gave him the privilege of assisting the ambitious emperor.

However, the imperial administration under the auspice of GoSan;jo lasted for only four
years. In 1072, GoSanj6 abdicated in favor of Shirakawa, and died at the age of forty the
following year. Even after GoSanjo’s death, however, Masafusa continued to work hand-in-hand
with new rulers, benefiting from their promotions as well as influencing them and their

contemporary courtiers.

6. Masafusa, Fujiwara no Akihira and Changing Roles of Kidendd Scholars

In the introduction to Heian kéki Nihon kanbungaku no kenkyi (V2448 H AE L7 D
9%, Studies of Sinological Studies in Late-Heian Japan, 2003), the scholar of Sino-Japanese
literature Satd Michio (/2R 42) provides a useful intellectual framework for understanding the

role Oe no Masafusa played as a Confucian scholar and a statesman at the turn of the twelfth
century. According to Satd, Chinese studies at the State Academy had been monopolized by

members of the Sugawara and the Oe clans since the institution’s inception in the early eighth
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century, in particular after the establishment of the Kidendd curriculum in the early ninth century.
However, in the eleventh century, this tradition in the Academy was challenged as a new
generation of Fujiwara scholars emerged, supported financially and politically by the Fujiwara
regents, whose wealth enabled them to acquire recently published classical texts from Song-
dynasty China.” As the center of learning gradually shifted from the traditional Sugawara and

Oe “Confucians” (ff§ 2%, juka) to Fujiwara “self-made scholars” (#2438, kika), the role of the

scholars in the imperial academy also changed. Satd describes the state of kangaku scholarship

at the time of Fujiwara no Akihira (i BH#, 989?-1066), the first Fujiwara academician to hold

various influential posts in the Academy,’® who is best known for his compilation of the Honcho

monzui, as follows:

One of the reasons [why Akihira, who held important posts in the
Academy, wherein studies were focused exclusively on enhancing public
service to the state, compiled a text like the Honcho monzui, which was
essentially practical and introductory—in other words, for the personal
edification of individual readers,] is that Akihira—the “upstart” (kika)
scholar—had a defiant attitude towards traditional “Confucian” (juka)
scholars. However, the more plausible explanation is that by Akihira’s
time, the official duties of juka scholars were reduced, and the actual
contents of a scholar’s everyday service were evolving into the mere act of
drafting lavish compositions that had nothing to do with the ideal of
“building the state and ruling the society.” In other words, Confucian
academicians [in the mid-eleventh century] were relinquishing their
fundamental role as legislators of the imperial state while becoming

55. Satd points out that the regent Fujiwara no Michinaga’s diary, Midé kanpakuki (114254 F15C) contains

records of monks and merchants from Song China offering several Chinese classical texts to Michinaga.
(Sato, pp. 6 and 12.)

56. In his later years, Akihira held posts traditionally filled by the Oe and Sugawara scholars, such as
Deputy Commissioner of Ceremonial, Doctor of Letters, Imperial Tutor and Chief of Academy, and
received the Junior Fourth Rank Lower. (Sato, p. 7.)
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increasingly subordinate to [the private needs of] the higher echelons of the
aristocracy.”’

If this was the actual situation in the Academy in the second half of the eleventh century,
Masafusa, a generation or two younger than Akihira, was a completely different type of
Confucian, embodying the spirit of a new age at the turn of the twelfth century. On the one hand,
as the nexus of politics shifted from the Fujiwara regents to Emperor GoSanjo upon his
accession to the throne in 1068, Masafusa became a paragon of Confucian tradition. As an active
supporter of the revival of imperial authority, he attempted to restore the lofty ideals of his
ancestors who as public servants in the classical imperial state studied and taught Chinese

Classics, tutored wise sovereigns and their sons, and established the “household status” (Z¢#%) of

the Oe family as one of Confucian scholars. In other words, Masafusa served Emperor GoSanjo
as a public servant for the realization of the Confucian ideal of “building the state and ruling the
society” during his patron’s reign.

On the other hand, Masafusa was an eclectic and progressive scholar, who was willing to
embrace new trends in kangaku studies, rather than simply adhere to the orthodox scholarship
espoused by his ancestors. For instance, Satd points out that as a genuinely dedicated
intellectual, Masafusa was inevitably drawn to the comparatively new Song (960-1279) edition

(RTIA) of the Collected Works of Bo Juyi (1K 3CE), which had presumably been brought to

57. [R5 1289 B W9t 3 & 2 MO ZEIRIC & 2 WIHTHY TRy @ X 9 725 -
EEH, D D 2T 5 X ) GEYZRE L 72 2 L13] — DI IEHET o FIcE
FKITKFET BRFN LK BB H 572 LICL 3D THA I, 2L D HE A UK TIC
BR OGS DIE/ME S N, Z DNELFEENAE & 13 M5 2 SCREMEBK D 1EEA LK EAT LT
CHRICh o7 (ST, BERIGREE & LToElzdw, ilEEG IR T 2 BIR
ZRDDOOHoK) TLILkBbDEEZLNS, Ibid,p. 9.
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Japan during the heyday of the Fujiwara regents, and even acknowledged its superiority to the

traditional Tang (618-907) edition (JH#A%), upon which his ancestors based their in-house

interpretations.™ The first appearance of the Collected Works of Bo Juyi in Japan is considered to

have taken place around 838 (Jowa KAl 5), around the same time that Kidendd track was being

consolidated by the Sugawara and Oe clans.”® Trivial as it may seem, Masafusa’s choice of texts
is remarkable because it suggests that he was not afraid of challenging the authority of his own
family tradition for the sake of more advanced scholarship.

On a slightly different note, Masafusa wrote a series of “records” (5L., ki) featuring
“obscene and vulgar” (ML - HUA72) subjects such as prostitutes, performing artists, foxes’
mysterious deeds, and carnivals (F %%, dengaku) that actually took place in the capital.® His

interest in these subjects also indicates his departure from his family’s orthodox scholarship. As
Satd notes, these writings are influenced by Akihira’s compositions on similar topics in the

Honché monzui, as well as his essay on performing artists and craftsmen, Shin sarugaku ki (Hfz
I8EL, An Acount of the New Monkey Music, ca. 1050).5" In short, Masafusa emulated his

innovative teacher as much as his own ancestors, and that was probably why Akihira’s praise for

58. This episode appears in the Godansho (6:49), regarding Masafusa’s interpretation of a line in Bo-
Juyi’s ballad, “Chogonka” (R#K). (SNKBT 32, p. 238, Satd, pp. 12-13.)

59. For a general chronology of kangaku scholarship, see for instance, Osone Shosuke’s article, “Ocho
kanbungaku no shomondai—jidai kubun ni kansuru ichi kdsatsu” ( T ERHEESCEOGEME ) RRX 712
B9 % —%%< 1963) in Osone, vol.1, pp. 57-72.

60. See, for example, Masafusa’s “Yiijo no ki” (#2C5t), “Kuiraishi no ki” (fffi#Ec), “Kobi no ki~ (IR
at) and “Rakuyd dengakuki” (¥ F5H 3550), discussed in Komine (2006), pp. 97-154.

61. Satd, p. 8. For a partial English translation of the Shin sarugakuki, see Shirane (2007), pp. 491-497.
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young Masafusa’s composition remained memorable to Masafusa throughout his life.

In contrast to Akihira, whose compilation of the Honcho monzui is considered to have
represented the pragmatism of “self-made scholars” vis-a-vis the more politically charged
idealism of traditional “Confucians,” in Masafusa, the dichotomous view of the role of the
Confucian scholar was sublimated into the completely novel idea of the poeticization of politics.

For example, especially in his later years, Masafusa composed numerous “Buddhist vows” (JiH
X, ganmon) in highly stylized Chinese on behalf of his imperial and non-imperial patrons. The

extant ganmon prayers only demonstrate that Masafusa, the Confucian public servant, was
neither so dogmatic nor ill at ease with the idea of securing his own political footing by privately
serving influential people, if not subordinating himself to them. As discussed in Chapter Two,
the composition of ganmon among Kidendo-trained scholars was common in the eleventh
centuries, and twenty-seven examples of this literary genre are included in the Honcho monzui.
What was extraordinary about Masafusa’s involvement with ganmon is the sheer number of
ganmon he composed.

In fact, his commitment to the practice of composing ganmon, which only increased in
his later years, suggests Masafusa’s eclectic and pragmatic attitude toward life and personal
success in general as a Confucian scholar, because these prayers are exclusively Buddhistic. A
handful of them were written for Masafusa’s deceased relatives, such as his wife, mother and

son, and for major Buddhist rituals, such as the Forty-Ninth Day [after a person’s death] (L1 H

{£%2) and memorial services (il '=ft#) conducted for the pacification of their souls.”

62. For examples, see Komine (2006), pp. 374-92.
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Similarly, Masafusa occasionally composed prayers to encourage his own recovery from illness.
Anticipating his demise, he even composed a highly panegyric and retrospective supplication to
be recited on his behalf at the Buddhist rite of his own Forty-Ninth Day.®

However, the majority of the 120 extant vows included in the Go fotoku nagon
ganmonshi (LEVERN S HASCER, The Collected Prayers of Oe, Acting Governor General and
Counselor, 6 vols., presumably edited by Masafusa’s son Koreyori £/l in the mid-twelfth
century)* were written for the welfare and salvation of Masafusa’s patrons and their families.
Indeed, the list of people on whose behalf Masafusa composed Buddhist prayers, either during
their lifetime or posthumously, contains the names of the most politically influential individuals
at the dawn of the insei period: three generations of Retired Emperors: Gosanjo, Shirakawa and
Horikawa; Regent Fujiwara no Morozane and his son Moromichi; Minister of the Left Minamoto
no Toshifusa (25, 1035-1121) and his son Grand Counselor Minamoto no Toshiaki (Jif2HH,
1044-1114); and Fujiwara no Akisue (/5 8Z=, 1055-1123), who was the son of Emperor
Shirakawa’s wet-nurse, Shirakawa’s confidant (T, kinshin), and also the founder of the
Rokujd (755%) school of waka. Masafusa also composed prayers for the wives and daughters of

the elite, including Shirakawa’s favorite, Empress Kenshi (Bf -, 1056-84), and their daughter

Teishi (J&F, 1076-96, also known as Ikuhd mon’in HE75 [*1F%), whom Shirakawa adored so

63. See ibid., pp. 392-397.

64. According to Yamazaki Makoto, Masafusa had four sons, the most famous of which was Takakane (F&
%) who died in Dazaifu in 1102, and one daughter. Yamazaki (2010), pp. 11-12. See also a family tree
in Kawaguchi (1968), p. 347.

65. Komine, p. 301.
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much that he installed her as the wife of her own brother, Emperor Horikawa; Morozane’s wife

and Moromichi’s mother Reishi (£ ¥-); and finally, Akisue and some other middle-to-high-

ranking courtiers’ wives. In sum, at the beginning of his career, Masafusa was a promising
Confucian scholar; by the end, his responsibility as a top academician revolved around making
use of his erudition to compose supplicatory prayers on behalf of his patrons.

In the Buddhist vows he composed in honor of the academician Fujiwara no Atsumoto

(R BE, 1046-1106, Akihira’s son), Masafusa refers to the life of his fellow Kidendd scholar

as follows:

[...]

The style of his household treasure is to respect
Cloth-covered books [that would fill] thirty carriages.

The legacy of his household occupation is deep like accumulated dust, and
The camphor trees have [slowly but steadily grew] for three generations.

The Confucian academy is now deserted, and people are scarce;
He thus made “the wind and the moon” his slave.

The literati’s gardens are desolate, and gatherings there are seldom;
He thus made grammar and rhyme schemes his industry.

Although his talent and fame cannot match his father’s,
His compositions are yet much superior to others’.

[..]
KA R e =13,

FSREERR., S —1X,
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EIFEARNR A, (Emphasis added.)

Although this passage specifically concerns the life of Atsumoto, it is curious that

Masafusa thought that by 1106, “the [Confucian] academy was deserted” (ff /&%) and “the
literati’s gardens were desolate” (FF#i[H]). Furthermore, Atsumoto, the son of Fujiwara no
Akihira, was a kika (2%, “self-made”) scholar. In this regard, it is remarkable that Masafusa
acknowledges that Akihira’s line of the Fujiwara Shiki family (B U5) already thrived for
“three-generations” (=fX) with their own “household occupation” (['"]5£) and “household
treasure” (%X &). In contrast to his great-grandfather Oe no Masahira, who “belittled” kike

scholars (see Chapter Two) to assert the prominence of the Oe as a traditional Confucian
household, Masafusa praises his teacher, Akihira’s “talent and fame,” as well as Akihira’s son’s

skill in the “composition in Chinese” (3{&). In other words, in this vow, Masafusa makes

almost no distinction between his own family and Akihira and Atsumoto’s branch of the Fujiwara
family as an established scholarly household. Furthermore, Masafusa regards Atsumoto as one
of his important colleagues at the dwindling State Academy. Such a collegial attitude toward a
kike scholar would not have been shown by the Oe scholars among Masahira’s generation.

For these reasons, Masafusa’s comment that Atsumoto “thus made ‘the wind and the
moon’ his slave” could also apply to Masafusa’s own situation as a scholar-official at the dawn of
the insei period, wherein he had to employ his skill in “the composition of Chinese
poems” (fiigetsu) regardless of his own feelings in order to serve his patrons. The word

“slave” (L) suggests that Masafusa and Atsumoto no longer considered composing Chinese

66. Yamazaki (2010), p. 803.
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verse as a personal asset. Instead of enjoying “poetic elegance” (fiigetsu) with their fellow
literati at poetry gatherings, they “enslaved” their own poetic talent in order to serve their
patrons. In other words, Masafusa’s highly self-conscious reference to fiiggetsu in his ganmon
reveals his view that by the beginning of the twelfth century, the composition of Chinese verse
and prose had become a mere means of survival for him and his fellow academicians.

Masafusa’s reference to Chinese “grammar and rhyme schemes” (#%£) as “an industry” (P£3£)

further attests to his self-deprecating view that the hereditary trade of Kidendd academicians was

reduced to a mere means of profiting their imperial and non-imperial patrons.

7. Masafusa in Dazaifu

After having served as Deputy Governor (41, suke) and Governor (5F, kami) of various
provinces, including Tanba (FH), Bitchi (fiii 1, western Okayama prefecture), Mimasaka (3£
E, northern Okayama), Bizen (fifi Hij, south-eastern Okayama), Sud (J&F/i, northern Yamaguchi
prefecture) and Echizen (i#%Hij, eastern Fukui prefecture), Masafusa was appointed Acting
Governor General of Dazaifu (K=##[l, in present-day Fukuoka prefecture) in 1097 and again

in 1106. Since Masafusa held numerous administrative posts concurrently in the capital while
being in charge of governorship in these provinces, it is assumed that he was an absentee
governor most of the time.

According to Kawaguchi Hisao’s biography, Masafusa actually stayed in Mimasaka and

Dazaifu for periods of six months and four years, respectively. While in Mimasaka, Masafusa’s
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wife died in childbirth;*” on his return trip from Dazaifu to the capital, upon the completion of his

first term there in 1102, he learned of the death of his favorite son Takakane (F&3f), who had

been visiting Dazaifu for medical treatment.® Perhaps because Masafusa associated these
personal tragedies with his time away from the capital, when Masafusa was reappointed Acting
Governor General of Dazaifu at the age of sixty-six, he kept the post for five years, until one year
before his death, but never again traveled to the fateful place. As Fredric Kotas notes, for this,
Masafusa was “severely rebuked by some of his contemporaries, in particular Munetada.”®

Kawaguchi acknowledges that “by and large, Masafusa was a historically important
person, but [his life] as a Confucian academician was rather uneventful.”” Indeed, a glance at
several chronological tables of Masafusa’s life, the most comprehensive version of which

appears as an appendix to Kimoto Yoshinobu’s (KA#=) important study of the Goki (715t

Oe Masafusa s Diary),”" reveals that the main events in Masafusa’s life were his near annual
promotions and appointments to new posts in the imperial bureaucracy. For instance, beginning

with his official debut as Junior Aide of Management (JA#4>ZK)™ at the age of twenty in 1060

and his subsequent conferment of Junior Fifth Rank Lower (f€FL0Z ) in the same year,

67. Kawaguchi., p. 99.
68. Ibid., pp. 248-50.
69. Kotas, pp. 110-11. Also in Fukazawa, pp. 165-72.

70. EBEIFEELZAYTH 528, HEIIEFEREO T { Rou—2FTH 5, Kawaguchi, p. 2.

71. Kimoto, pp. 763-88.

72. Bureau of Management (J51544) was one of the eight bureaus (44) in the ritsuryé system, handling

the household registry, music performances at the imperial court, religious personnels, imperial
mausoleums, and diplomacy.
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Masafusa assumed fourteen different posts in the central government, culminating in the

prominent posts of Acting Counselor (H&H#45) in 1094 and Lord of the Treasury (KJEJH) in

I111.
Upon the completion of his first tenure as Acting Governor General of Dazaifu in 1102,

he attained the remarkably high Senior Second Rank (1E-17). According to the Kugyé bunin
(N, Appointments of Courtiers), a record of “senior nobles” (kugyo), before Masafusa,
the highest rank given to a member of the Oe clan was Junior Second Rank (£ 7). Since it

was conferred posthumously to Oe no Koretoki for having served as private tutor for three
generations of emperors, technically speaking, the highest rank previously attained during the

lifetime of an Oe scion was Junior Third Rank (fi£ ={Z).” Thus, as insignificant as it may seem,

the bestowing of such a high rank on Masafusa was a phenomenal event not only in his personal
life but also in the long history of the Oe family.

While Kimoto’s chronology, primarily based on fragments of Masafusa’s diary and other
sources, provides almost no information about Masafusa’s personal life, except the date of his
wife’s death, it provides much information about various services Masafusa performed for the
imperial state and his patrons throughout his academic and administrative careers. In this regard,
it is remarkable that in recent Japanese scholarship, particular attention has been paid to the years
Masafusa spent in Kyushu as Acting Governor General of Dazaifu, and that scholars have
examined the impact of his years away from the capital on Masafusa’s development as a prolific

writer as well as a shrewd politician. For instance, Fukazawa Toru (IR L), the author of

73. Kuroita, vol. 53, p. 200.
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Chiisei shinwa no rentan-jutsu—Oe Masafusa to sono jidai (FHMEE D PHI—KILERE & 2
DI, The Search for the Elixir of Immortality in Medieval Myth: Oe Masafusa and His Era,

1994), the first non-biographic, book-length study of Masafusa, dedicates a chapter to
Masafusa’s term as Acting Governor General of Dazaifu. Strategically located at the southern
end of the Japanese archipelago and long functioning as Japan’s gateway to its East Asian
neighbors since the the late seventh century, Dazaifu—also called “the Remote Imperial

Court” (G DHALE)™ or Western Capital (PE#[)—continued to have both international and

domestic significance. Like other provincial capitals, Dazaifu administered various local affairs
such as public and private lands, and tax collection. But because of its location, Dazaifu also
administrated diplomacy and commerce with China, Korea and other countries in the region.”
As Fukazawa reviews, the governorship of Dazaifu was a sinecure customarily assigned to
princes. Thus, the Acting Governor was practically the highest individual in charge of this place
so important in both foreign and domestic affairs.

Fukazawa’s study focuses on the ostensibly insignificant historical fact that Masafusa
was the only Acting Governor of Dazaifu in the turn of the twelfth century (1097-1102, 1106-11)
who was able to complete the formal five-year tenure of the post without becoming involved in

political turmoil with local religious establishments, which jeopardized many of Masafusa’s

74. It was also referred to as “the Western Capital” (P8/f), as it appears in Masafusa’s Chinese poems.

75. For a detailed historical and archeological study of Dazaifu in early Japan, see Bruce Batten, Gateway
to Japan: Hakata in war and peace, 500-1300. University of Hawai’i Press, 2006. Calling Dazaifu “the
imperial headquarters for western Japan” and “home to several thousand bureaucrats, soldiers and their
families” already during the Nara period, Batten examines the role it played in the formation and
maintenance of the Japanese centralized state in the seventh century onward. (Batten, p. 5.)
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predecessors and successors’ tenures, or before dying in office.”® Also, he stresses that Masafusa
was unique in Japanese history for having been assigned to such a highly “challenging post”
twice in his lifetime, despite his illness in old age.” Accordingly, questioning what particular
abilities enabled Masafusa to govern riot-smitten and even occasionally “anarchical” Dazaifu
successfully,” Fukazawa attempts to shed light on the dark side of Masafusa as an unscrupulous
politician, who was in fact, “able to fictitiously mimic the kingly mannerisms that often deviated
from normative rules.””

In his biography of Masafusa, Kawaguchi Hisao also touches upon “a kind of
disagreeable quality in Masafusa,” specifically the way Masafusa, as Governor of Mimasaka,
slandered a superior who had admonished him for not having included certain tax documents in

an official report.*® Similarly, assuming that Masafusa “must have been” familiar with the

Confucian notion of “law-abiding officers” (J& 5, junri) and “ruthless officers” (&5, kokuri),

both commonly appear in the Chinese chronicle Shijing, Fukazawa discusses “certain

76. For an overview of the fate of generations’ of Acting Governors of Dazaifu, see the chart in
Fukazawa, pp. 168-170.

77. Borgen, p. 380.

78. According to Fukazawa, Munetada condemned Masafusa for not taking any action as absentee
governor during his second term as Acting Governor of Dazaifu, because at the time, the region was
plagued by violent revolts by supporters of the local shrine Usa Hachiman; the situation was almost
“anarchical.” (Fukazawa, pp. 169-70.) Kotas also mentions that such criticism by Munetada “raises
questions at to why [Masafusa] was reappointed to the position at all, especially considering the chronic
nature of his illness.” (Kotas, p. 110.)

79. BEBERIL 72 FE D L < I 2 HERIICHEBIT 5 2 &L DHIRZZIESE. Tbid, p. 184.

80. EFEICH %5, —FED V5 L . Kawaguchi, pp. 126-7.
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dubiousness and shadiness™®!

on the part of Masafusa as a politician.
In Fukazawa’s view, these particular qualities enabled Masafusa to complete the five-year

tenure at a dangerous post, twice in his lifetime. For example, he points out that Masafusa

curried favor with administrators and followers at the Usa Hachiman Shrine (5:1/2/\If =),

whose expansion as private landholders in the region had long threatened the public interest of
the Dazaifu government, by making lavish donations to the shrine.* However, the way in which
Masafusa lured the local authorities like the associates of the Usa Hachiman was very unique. In
addition to money, land and other material goods, Masafusa frequently composed elaborate
Chinese prose, verse and ganmon, glorifying the shrine. Fukazawa argues that by doing so,
Masafusa not only sanctified the religious institution and its history, but also elevated himself as
the generous provider of “verbal potlatches.”

Fukazawa argues that these writings came to embody special value not because they were
written by one of the top academicians in Japan at the time, but because they were authored by
one of the highest officials in the central government, who also happened to be the Acting

Governor of Dazaifu at the time. Furthermore, Fukazawa points out that Masafusa’s alliance

with the local religious establishment was not limited to the Usa Hachiman Shrine. While

81. H DV Db L %9 S AR I, Fukazawa, p. 182.

82. Fukazawa, pp. 182-189. As one of the reasons why Masafusa was considered appropriate for
undertaking this task as Acting Governor of Dazaifu, Fukazawa mentions Masafusa’s involvement in
GoSanjo Emperor’s regulation of private estates (&) during the Enkyil era (ZE/A, 1069-74), which

included the case against the Usa Hachiman. For a detailed study of this in English, including the role of
the Office for the Investigation of Estate Documents (FL#k:1: 525227, or simply the Records Office 5l

#%PT), see Hurst, pp. 110-18.

83. SEDMH. L WIHI B TDOR + 7 v FI7ADE L. Fukazawa, p. 188.
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improving the Dazaifu government’s relationship with the Usa Hachiman, Masafusa also became

deeply involved in the administration of Anrakuji (ZZ%55F, present-day Dazaifu Tenmangii A5¢

JiF K3 ), where Sugawara no Michizane was enshrined.* For instance, in 1100, Masafusa

dedicated a long panegyric poem entitled “A Poem Composed upon My Visit to the

Anrakuji” (2% 355F, in the Honché zoku monzui, Book 1:6) to the temple, followed by material

offerings such as the building of a prayer hall, and making sifts of land and hiring trained monks
for the temple. According to Satd Michio, Masafusa’s Anrakuji poem is an appropriation of Bo

Juyi’s “Poem Composed When I Traveled to Wu Zhen Temple” (& B35, in Hakushi monji,

6:264), in terms of its length and format.*
Regarding Masafusa’s relationship to Anrakuji, Fukazawa offers an even more extensive
interpretation. He points out that Masafusa attempted to augment his public authority as an

embodiment of the centralized imperial state by reviving various court annual events (4 - 17 5)
in the provincial temple compound such as “palace banquets” (N, naien) and “winding stream
banquets” (HH7KE, kyokusui en) which had long been obsolete even in the capital.*® In

Fukazawa’s words:

By mimicking [these] courtly events and relying upon the [divine]
authority of Michizane, who was supposed to have been associated with all
“wickedness” and was banished for being a rebel against the state,
Masafusa attempted to reestablish Dazaifu as a miniature version of the
“royal palace”; furthermore, by adopting imperial mannerisms, he

84. Borgen, pp. 363 and 366.
85. Satd (2003), p. 86.

86. For my discussion of a kanshi preface Masafusa’s great-grandfather Masahira composed at a Winding
Stream Banquet (HH7K%) in 1007, see Chapter 2.
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attempted to sanctify himself and to guarantee certain charisma in his own
literary compositions."’

In Chapter Two, in conjunction with the term fiigetsu, I briefly discussed Oe no
Masahira’s (952-1012) kanshi preface, composed in 1007 to commemorate one “winding stream
banquet” to which Masahira was invited with his fellow literati. Regarding Fukazawa’s
comment quoted above, whether Masafusa “attempted to reestablish Dazaifu as a miniature
version of the ‘royal palace’” is uncertain. However, in comparison to Masahira, who in his
characteristically pompous yet obsequious manner expressed joy in having been invited to the
annual event at a nobleman’s home because he was one of the renowned poet-scholars at the
time, Fukazawa’s study suggests that in Masafusa’s case, he was the senior noble, who hosted an
event like “winding stream banquet” in the remote “Western Capital,” Dazaifu. With regard to

Masafusa’s “kingly manners” (£ & L TP S % % \») Fukazawa goes so far as to make the

following conclusion:

87. Z b Z b EEDHH L L TITRTO<HESZHO IIVERSINLEHEDOHEEZ O HIL
HEHOEFQHFELP - CAELEFORNIE, CORENOME<ER>DI=7F 2L
L. 2206 EHFEDLCI 2 AMA L TCHL ZEI LT, CORRET 2 XEDA Y A<k
ERECRELTITZ ) £95 2 LI12H -7, Fukazawa, p. 192.

Robert Borgen, whose study of Masafusa’s embracement of Tenjin (Michizane) worship seems to have
been greatly influenced by Fukazawa’s work, tones down the thrust of Fukazawa’s argument and
concludes that “Masafusa regarded Tenjin’s protection as an vital element in maintaining order in
Kyushu.” (Borgen, p. 368.) Borgen’s view of Masafusa’s revival of Palace Banquets and Winding Stream
Banquets at Anrakuji, quoted below, for instance, is very similar to Fukazawa’s: “Masafusa’s local palace
banquet was one component in a broader strategy of attempting to transplant elements of imperial
charisma in Kyushu with Tenjin as their agent.” (Borgen, 366.) Unlike Fukazawa, however, Borgen
offers psychological reasons why Masafusa—the poet-scholar just like Michizane—was drawn to the now
deified Tenjin CKfH, lit. “Heavenly God”) or Michizane in Dazaifu, based on his interpretation of

Masafusa’s Godansho. (Borgen, pp. 379-83.)
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Masafusa—with his experience of having served as a “Crown Prince’s
Private Tutor” for three generations—Gosanjo, Shirakawa and Horikawa—
was a teacher of the art of kingship for Shirakawa, who was twelve years
younger than him. Therefore, perhaps we should regard the Retired
Emperor Shirakawa’s kingly manners, which especially became prominent
after Masafusa’s death [in 1111] as something Shirakawa himself learned
by imitating and practicing Masafusa’s behavior in Dazaifu. In other
words, the Retired Emperor Shirakawa himself was Masafusa’s
“miniature.”*®

Because Masafusa regarded himself as an “enslaved” academician, serving the private
needs of his imperial and non-imperial patrons, Fukazawa’s conclusion that “Shirakawa himself

was Masafusa’s ‘miniature’ is hard to accept. However, especially after he was promoted to
Senior Third Rank and Chamberlain (sangi) in 1088 (Kanji i 2), Masafusa became a senior
noble (kugyo), for whom academicians of his family background, like his great-grandfather
Masahira, had normally served. For these reasons, it is important to discuss how Masafusa dealt

with his unusual dual identity as a Kidendo scholar and senior noble after the Kanji era.

88. =5 - FI - MO =Rzl U € THES L) IEL S E 2RO ERE X, T RE
ToOAWMPBHI E >TFEI LW EADANITH -7, LS, EEDHEZEL )P HHEL
BAHAWBEOEH L LTDLELEF0IE, KFEMICE T 2EEDZNZ, FRICH>THED SR
fFEEL 72D THoI LI REDD LA\, HFBEDO S ZZHBIEREDI =7 F 2—)L
727 D72, Fukazawa., p. 193.

Fukazawa’s method of proposing a revisionist history through a scrupulous examination of seemingly
minor historical details (the fact that Masafusa was the only person at the turn of the twelfth century who
successfully completed a four-year term as Governor General of Dazaifu, and was also appointed to the
post twice in his lifetime) appears similar to that of the New Historians. However, despite his astonishing
conclusion that “Shirakawa himself was Masafusa’s miniature,” Fukazawa’s argument lacks the critical
insight of New Historicism at its best. According to the theory propounded by Catherine Gallagher and
Stephen Greenblatt, a “counterhistory opposes itself not only to dominant narratives, but also to
prevailing modes of historical thought and methods of research; hence, when successful, it ceases to be
‘counter.”” (Gallagher and Greenblatt, p. 52.) Contrary to this model, the alternative historical view
Fukazawa proposes is too facilely based on the “dominant narrative” that Masafusa was an exceptional
academician because he tutored three emperors, and that Retired Shirakawa was a despot. It is not easy to
devise a revisionist history, the tenets of which contradict mainstream ways of thinking. However, as
least we have to question why and how these ideas became “dominant narrative.”
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8. Masafusa During and After the Kanji Era (1087-94)

In “Bonen no ki,” for instance, the opening passage quoted at the beginning of the present
chapter, is followed by a series of encomia for Masafusa by eleven historical figures who were
deeply impressed by his Sino-Japanese compositions. Aside from the head of the State
Academy, Fujiwara no Akihira, Masafusa recalls how prominent politicians such as the regent
Fujiwara no Yorimichi, Minister of the Right Minamoto no Morofusa, and Acting Governor

General of Dazaifu Minamoto no Tsunenobu (J5#%{5, 1016-97), as well as a handful of

provincial governors and middle-ranking officials all praised his writings, which included not
only the rhyme-prose he composed as a student but also a range of public documents he drafted
as an official, such as a regent’s letter of resignation, a diplomatic letter to the kingdom of
Goryeo (present-day Korea), as well as Buddhist vows.

Masafusa concludes “Bonen no ki” by reminiscing about these eleven individuals, all
deceased by the time of the composition of the essay, who gave him moral support at various
critical moments in his academic and administrative careers.” He makes the point that their own
interest in Chinese literature enabled them to recognize Masafusa. Or in the case of

Commissioner of Ceremonial Fujiwara no Sanetsuna (&l 9l 1012-82), Masafusa describes

him as being “lacking profound knowledge of Chinese literature” (SLIEIZIRD 5T & DAL

89. Satd Michio argues that “these self-praise in ‘Bonen no ki’ are not listed randomly.” He states that
descriptions in the opening passage, for instance, indicate such events as Masafusa’s admission to the
State Academy at the age of four, and passing examinations in “the Three Historical Books” (=) at the

age of eight. (Satd, pp. 136-7, note 3.)
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b ), but was nonetheless deeply touched by Masafusa’s writings.”” In other words, Masafusa’s

somewhat exaggerated presentation of his achievements was only a means of expressing his

disappointment with the society in which he lived:

But that was years ago, and since then all such men have passed away. Of
the men who knew how to judge literature, not one now remains. In the
words of Ssu-ma Ch’ien: ‘For whom do you do it?” Whom are you going to
get to listen to you?’ I have heard that Carpenter Shih ceased whirling his
hatchet with the plasterer’s death, and that Po-ya broke his lute strings
because Chung Tzu-chi’i was gone. Those who understand the true Way of
poetry are few. A man of old grieved that the products of refined minds
should be viewed by untrained eyes. Since the Kanji era [1087-94], 1 have
not thought deeply about literary composition; I have only tried to avoid
censure for errors in my verse. When something does move me inwardly, |
give it outward form in words. From time to time, I chant poems to
myself, and I have made them into a mere trifle of a book. And because of
that, in turn, I have recorded the story of my life for posterity.”!

According to Satd Michio, Masafusa wrote “Bonen no ki” at the beginning of the Kowa

era (BRI, 1099-1104) in Kyiishii, about one year after he moved there to assume the position of

Acting Governor General of Dazaifu in 1098.” In the passage quoted above in Ury’s translation,

90. Yamagishi, et. al., p. 163.

91. Translated by Marian Ury. Ury and Borgen, pp. 150-51.

RELEDCK, Wbz A B, SSCZ N, fE— ATERS.
AJSEAEE. MRz, k.

#=HHL AR SRR T

fPualR 28, FERES. PO HL dATE,
TR, SRR, MEkEg S 2 i,
HRODENRWN, SRS, ek, WscE,

Rt HFEIGAKEE, (Emphasis added.) NST 8, p., 309.

92. Satd, pp. 131-36.
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what is most remarkable is that Masafusa himself viewed the Kanji era (1087-94) as a turning
point in his intellectual and political life. Moreover, for anyone familiar with the Honcho
monzui, it is apparent that Masafusa’s “Bonen no ki,” in particular the paragraph quoted above,
alludes to Ki no Haseo’s book preface (shijo), entitled “Preface to My Kanshi Poems Composed

After the Engi Era” (£ DA#£ /7). As discussed in Chapter Two, Haseo wrote this essay
shortly after Sugawara no Michizane’s death. Highly critical of his “non-poetic” colleagues in
the State Academy, who were merely busying themselves as “great scholars” (¥, koju) and

officials, Haseo expressed his indignation in the following manner:

[...] [A]fter the Engi era, I have been unwilling to compose poems. [...]
Even when invited to public banquets, I no longer think deeply about
poetry composition, and only do my best to avoid grammatical and
metrical errors.

WP DR, AIF S oid, [L..]
e PR AR e '] g,

Imitating Haseo’s expression almost word for word, Masafusa wrote in “Bonen no ki”
that “Since the Kanji era, [he had] not thought deeply about literary composition; [he had] only

tried to avoid censure for errors in [his] verse” (BLJGLARR. CEEAHOGRE, MEEEH SR Z TN
). The loss of his mentor Michizane made Haseo realize that the composition of Chinese
poems (i) was no longer the same. Then, what made Masafusa think in a highly analogous

manner that the “true Way of poetry” (JES# Z i) no longer existed after the Kanji era? Reasons

93. SNKBT 27, p. 255.
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for this can be surmised by critically analyzing chronologies of Masafusa’s life, particularly the
one compiled by Kimoto Yoshinobu.”
The Kanji era had special significance for Masafusa because the era name “Kanji” (%15,

lit. “magnanimous rule”) itself was devised by Masafusa, citing the Chinese Classics, Liji (fL7L,

Book of Rites).” According to Kimoto, for a Confucian scholar in the imperial state, no other

task was as honorable as devising a new reign title (JG5#1H, gengo kanshin), a privilege
normally reserved exclusively for “renowned Confucian scholars” (“#{7#%), such as Doctors of

Literature, Commissioners of Ceremonial (the Bureau of Ceremonial that supervised the State
Academy) and Directors of the Academy.” Masafusa was appointed Commissioner of
Ceremonial in the First Month of 1087, and the Kanji era began in the Fourth Month of the same
year. This followed Emperor Shirakawa’s abdication and the accession of his son Taruhito (3%

), who was eight years old at the time, to the throne as Emperor Horikawa (1079-1107, r.

1086-1107), in the Eleventh Month of 1086. Subsequently, Masafusa devised four subsequent

reign titles, including Ten’ei (K7K, 1110-13), which ended two years after his death.”’

94. Kawaguchi Hisao’s biography, Oe masafusa, for instance, contains an abridged chronology of his life,
along with a list of other noteworthy events at the imperial court. (Kawaguchi, pp. 350-69.) On the other
hand, Kimoto’s chronology is a detailed documentation of Masafusa’s personal and private life,
reconstructed through relevant descriptions in numerous primary sources (i.e. courtiers’ diaries, poetic
treatises, and manuals for imperial ceremonies) from the twelfth century. (Kimoto, pp. 763-88.)

95. Kimoto, pp. 767 and 808.
96. Ibid., p. 810.

97. Other era names devised by Masafusa are Kahd (G&fR, 1094-96, the name was originally conceived
by Oe no Koretoki), Eichd (7K, 1096-97), Tennin (K, 1108-10) and Tenei (KK, 1110-13). Kimoto
points out that except for Kanji, which was chosen over Fujiwara no Atsumune’s (#&J5 B%) “Jiwa” (1A
A1) with the approvals of Grand Controller of the Right (45 K ) Fujiwara no Michitoshi (5@,
1047-99, the compiler of the forth imperial anthology of waka, GoShiii wakashii) and Minamoto no
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Traditionally, a new era name was announced upon the enthronement of a new emperor

(f\IR, dai hajime) or in the aftermath of inauspicious events such as natural disasters. However,

in 1087, power remained in the hands of Shirakawa (1053-1129, r. 1072-86) even after
Horikawa’s enthronement. While it can be considered a milestone in the restoration of imperial
sovereignty, Retired Emperor Shirakawa’s administration, characterized by the installation of his
young son as emperor, was closer in type to that of the Fujiwara regencies of the eleventh

century, as opposed to emperors’ direct imperial administration (Bl shinsei) as practiced in

earlier centuries. For instance, Shirakawa’s insistence on primogenitary succession appears to be
a continuation of the privatization of politics favored by the Fujiwaras, rather than a reversion to
the traditional ritsuryo state wherein public interests outweighed the individual emperor’s wish
to stay in power.

These facts lead to two conclusions. Firstly, Masafusa must have felt honored when he
received an imperial order to devise a new era name as a top academician, because such a request
was a public acknowledgment of his erudition. Secondly, however, he must have felt somewhat
disconcerted because the new emperor for whose sake he was doing this was an eight-year-old
boy. This must have made him aware of the discrepancy between the Confucian ideal of a
talented scholar assisting a wise and mature emperor, which he experienced to some extent under
Emperor GoSanjo. Even if Shirakawa may not have been a despot during the Kanji era, the
observance of courtly customs and rituals, such as the creation of a new era name, became a

mere formality.

Tsunenobu, all the four names were accepted with the strong support of Minister of the Left Minamoto no
Toshifusa (JEf2F5, 1035-1121). (Kimoto, pp. 808-11.)
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In the aforementioned passage from “Bonen no ki,” Masafusa acknowledges that since
the beginning of the Kanji era, his passion for composition in Chinese waned. Once he had
scaled the heights as an academician, Masafusa’s promotion in the state bureaucracy shifted to
attaining high administrative posts, hitherto considered beyond the reach of a person in that
profession. As mentioned before, in 1088, Masafusa attained the Senior Third Rank, and became
one of the eight Consultants, who worked directly below Counselors and Ministers. In 1094, he
was appointed Acting Counselor and attained the Junior Second Rank. Why wasn’t Masafusa
satisfied with his growing success as a public servant during and after the Kanji era? How does
his promotion at the imperial court correlate with his waning passion for composition in
Chinese? What does it really mean that his passion for literary composition waned? The key to
answering these questions is Masafusa’s relationship with the Regent Fujiwara no Moromichi

and his sudden death in 1099.

9. Masafusa and Fujiwara no Moromichi

Masafusa’s deep involvement with Regent Fujiwara no Moromichi (J#/5filia, 1062-99,

regent: 1096-99) is of particular interest in understanding the political structure of the Japanese
imperial court at the turn of the twelfth century because it sheds light on Masafusa’s role as an
independent scholar-critic, who served both imperial and non-imperial patrons, such as the
regent-household, but who was not under pressure to express loyalty to either one of the two
establishments. In English-language studies of the social history of the insei period, Masafusa’s
political independence has been understated. For instance, Cameron Hurst examines the

structure of in no cho (Bt)T°, Retired Emperor’s private office), which Shirakawa established
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upon his abdication following the precedent set by his father GoSanjo,” and describes how

Masafusa was appointed as one of the five betto (5124, directors) in Shirakawa’s office, along
with Fujiwara no Sanesue (J#&Ji{ 922, 1035-91, the brother of Moshi /% F-—GoSanjd’s empress
and the mother of Shirakawa®), Fujiwara no Akisue (/i #82%, 1055-1123, the son of
Shirakawa’s wet-nurse Chikako #¥-'"), Fujiwara no Nakazane (&5 {115, 2-1121, Sanesue’s
third son'"") and Minamoto no Masazane (J5#fE5Z, 1058-1127, descendant of Emperor Murakami

and the son of Minister of the Right Minamoto no Akifusa).'” Calling them “the nucleus of the

group of close associates or confidants (T, kinshin)” of Shirakawa at the outset of his tenure

as retired emperor, Hurst notes that “[a]ll five were longtime confidants of Shirakawa and had
close connections with the imperial house, by association or marriage [and...] were all courtiers
of middle rank, and none had close connections with the sekkanke.”'*

This statement is misconstrued, firstly because Sanesue, Masazane and Masadusa were
not courtiers of “middle rank,” each holding the post (and rank) of Grand Counselor (Senior
Second Rank), Acting Grand Counselor (Senior Second Rank), and Grand Controller of the Left

(Junior Third Rank) respectively at the time of Shirakawa’s abdication in 1086. Indeed, Hurst’s

98. For the discussion of GoSanjd’s establishment of his private office, see Hurst, p. 122.
99. For a brief biography of Sanesue, see Hurst, p. 304.

100. Ibid., p. 295.

101. Ibid., p. 305.

102. Hurst lists Minamoto no Morotada (%5l i, died 1114, the son of Minamoto no Morofusa) instead
of Masazane. Ibid., 142.

103. Ibid., p. 142.
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blurring of the functional difference between these “Senior Noble Directors” (I 24) and
Akisue and Nakazane—the “Forth Ranked Directors” (P4£75124) is problematic because as

members of the highest echelon of the imperial court, the former—including Masafusa—were
relatively unconstrained in terms of power and influence, and were not dependent solely on
Shirakawa.'**

Secondly, Hurst’s assumption that Masafusa had little association with the regent’s
household is misleading. The fact that Masafusa was in the personal service of both Retired
Emperor Shirakawa and Regent Fujiwara no Moromichi is a key to understanding how, despite
his middle-ranking origins, Masafusa came to influence his fellow courtiers as a critic and expert

on old and new customs at the imperial court. In fact, Moromichi’s son Fujiwara no Tadazane

(R 9, 1078-1162), recollects in his diary Chiigaisho (FP4+4D) that his father Regent

Moromichi formed a special friendship with Masafusa through their passion for Chinese

literature, and that Masafusa frequently visited Moromichi!%®:

The Late Nijo Regent [Moromichi] considered [Masafusa] an
extraordinary scholar. Masafusa used to live at the Second Avenue South
and East Toin West. The late [Regent] Nijo used to live at the Second
Avenue South and East Toin East. [Whenever he came to our house, ]
Masafusa looked grumpy, and his clothes were extremely shabby.

104. For example, see Motoki, p. 81.

105. Tadazane’s kanbun diary Chiigaishé is recorded by his interlocutor Nakahara no Moromoto (4 )i fifi
JG, 1109-1175).
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The condescending tone in Tadazane’s description of Masafusa suggests that he did not
cherish fond memories of the scholar when he visited his father, during the years before
Moromichi’s sudden death at the age of thirty-seven in 1099. Another passage from the
Chiigaisho reveals that Tadazane’s distain can be traced back to his youth, from which time

Masafusa did not take him seriously because of Tadazane’s lack of aptitude in Chinese learning:

When I was visiting my late father, he said to Masafusa, “It is regrettable
that my son doesn’t study the Chinese Classics.” Hearing this, Masafusa
made the following comment: “As for regents and chancellors, as long as
they are versed in the practical details of Japanese tradition, even if they
don’t have an understanding of Chinese literature, they’ll have no difficulty
in administering the politics of the country. They should have someone
write statements on their behalf, for example: ‘Please have somebody run
an errand immediately,” or ‘The weather is fine today,” and fill four or five
volumes [with these statements]. When ten or twenty volumes of this

"’

nature are completed, how can they not be considered scholars!

. ZiEd LRI, oM Tz, TZoH, #lHz¥hl
Z#EMEZn, e onlriX, EENOHRLTEI i( MEE
Hix, BLLPEXRITHRE D, PEELFLOLZICALLILCEIRL
FXIE, RKPMIEEDD T8 m0RA, Mz, ﬂ?‘.%‘fru Fc, TH
S 26 LofisXLy T59H, K51 2 EE»LOfHSN
Lo TH&ZICEIPETRORIE, ZEEBSEH[ORAL EH
L &, 'Y (Emphasis added.)

106. Gotd, Ikegami and Yamane, p. 312.

107. Ibid., p. 338.
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As evinced from these passages, Tadazane’s father Moromichi was a devoted student of
Chinese literature. However, Masafusa’s advice to Morozane regarding his son as recollected by
Tadazane is contradictory. On the one hand, Masafusa seems to have trusted the regent
Mozomichi as a person with whom he could discuss Chinese literature. In other words, although

a regent, Masafusa certainly appreciated Moromichi’s karazae (7%, knowledge of Chinese

literature and skill in the composition in Chinese). On the other hand, Masafusa is
straightforward in saying that Tadazane does not need to study the Chinese classics, if he wishes,
because he will be a regent someday, not an emperor.

Masafusa’s kanbun diary, Goki, which only survives in fragments, also reveals that
Masafusa privately tutored Moromichi on the two Chinese classics, Han shu (History of the Han
Dynasty) and Hou han shu (History of the Later Han Dynasty) intermittently between 1090 and
1093." As further evidence of Moromichi’s passion for Chinese literature, most of the poetry
contests in which Masafusa took part in the 1090s were sponsored by Moromichi. However, it is
questionable whether Masafusa himself considered an aptitude for Chinese studies (karazae) and

knowledge of what he called yamato damashii (° £ & 72 £ L 0\, “practical matters particular to

the Japanese imperial court”) to be mutually exclusive.'® It is more likely that in retrospect,
Tadazane exaggerated what had appeared to him as Masafusa’s dismissal of his weakness in

Chinese learning. For instance, Tadazane’s claim that Masafusa told his father that even he could

108. Kimoto, pp.769-73.

109. For my discussion of the usage of the word, yamato damashii in Akazome Emon’s waka poem,
written as a reply to her husband Oe no Masahira’s poem, see Chapter One.
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become a “scholar [of Chinese literature]” (gakusho) by simply keeping records of his public
duties and random impressions of daily events at court, sounds like nothing more than sarcasm.

Furthermore, in another diary of Morozane entitled Fukego (‘& %<at), he is quoted as
saying that “the Go/fke] shidai was written by Lord Masafusa at the request of the Late Nijo
Regent [Moromichi].” (LXK 1%, 2 _SBDORNIIEEMDOIENL 5172 D, )"° Because the
Goke shidai ((1.ZR 5, The Oe Manuals) is Masafusa’s annotated manual of imperial court

ceremonies, it is apparent that even Moromichi had a high regard for yamato damashii,
suggesting that even for the regent, karazae and yamato damashii were never mutually
exclusive. What can be gleaned from these diary entries by Morozane is how exceptional
Moromichi was as a Fujiwara regent in his eagerness to study both Chinese literature and
practical matters at the imperial court, and how intimately he trusted Masafusa as his adviser on
these subjects. Thus, it is very likely that Masafusa’s critical assessment of contemporary
literary taste in “Bonen no ki” was partly prompted by the death of Moromichi in the Sixth
Month of 1099, which Masafusa learned about shortly after his arrival in Dazaifu. In remote
Kyushi, the news of his young patron’s death must have caused him great distress, to the extent
that he believed that engaging in serious scholarship on Chinese literature would no longer have

the same meaning for him.

10. Masafusa and Emperor Shirakawa
Earlier, I discussed how the year 1087 (Kanji 1) was a turning point in Masafusa’s life as

a scholar-official, and speculated that Emperor Shirakawa’s abdication in favor of his young son

110. Ibid., pp. 384-5.
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the previous year had probably alarmed Masafusa and given him the impression that the
traditional customs of the country practiced for centuries were becoming increasingly
impractical. However, it is wrong to assume that Masafusa discontinued his service to
Shirakawa because of his personal feelings or opinions. In fact, even after the Kanji era,
Masafusa remained a faithful retainer of Retired Emperor Shirakawa.

For instance, the first two volumes of the Go fotoku nagon ganmon shii (The Collected
Vows of Oe, Acting Governor General and Counselor) are dedicated to Buddhist prayers that
Masafusa composed for his imperial patrons over the course of four generations—GoSanjo,
Shirakawa, Horikawa and Toba. Among the thirty-four prayers, twenty-five have Retired

Emperor Shirakawa as the “petitioner” (J# -, ganshu) indicating that Masafusa composed these

prayers at his behest. As discussed above, ganmon are highly ornate and stylized compositions
recited at Buddhist ceremonies on such occasions as the dedication of new prayer-halls or stupas,
or special sutra readings. These rituals usually carried out on the anniversaries of the death of
members of the retired emperor’s family (father, wife, daughter), or took the form of appeals for
the welfare of Shirakawa himself, his family and the state, especially at a time of epidemics that
threatened the lives of people in the Kyoto area.

Because these prayers were written from the perspective of the Retired Emperor
Shirakawa, and also because Shirakawa outlived Masafusa by eighteen years (and thus Masafusa
did not write an obituary for Shirakawa), they do not contain encomia for Shirakawa himself.
The elaborate use of allusive language from the Chinese classics and Buddhist literature certainly
exalts in the most solemn and dramatic manner the deceased individuals, for whom Shirakawa

offered these prayers, but it does not necessarily commend Shirakawa—the purported speaker of
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the supplications.
Moreover, except for a few prayers Masafusa composed for Shirakawa’s commemoration

of GoSan;jo and his late wife, Empress Kenshi (B, 1056-84, Horikawa’s mother) in 1076 and

in the mid-1080s, respectively, most of Masafusa’s Buddhist prayers were written in the final
years of his life. If we accept Satd Michio’s view that Masafusa wrote “Bonen no ki” (A Record
of My Twilight Years) while he was in Kyiishii around 1099, his statement that since the Kanji
era, he had lost interest in literary composition does not necessarily reflect the situation during
the period between 1005 and 1111, when Masafusa so prolifically composed most of the
Buddhist prayers on Shirakawa’s behalf.

For these reasons, it can be hypothesized that after the Kanji era (1087-94), especially
after Masafusa received the Senior Second Rank upon the completion of his service in Dazaifu in
1102, he might have thought that rather than playing the role of a Confucian scholar in a wise
ruler’s state-building project, he had become the mere spokesman for Retired Emperor
Shirakawa, who favored his own private interests over those of the state, and who was becoming
increasingly autocratic after the death of his son, Emperor Horikawa in 1107. And it was
probably under these circumstances that the ability to compose Sino-Japanese prose and verse,

formerly a family and personal “asset” (K& - &), became a “slave” (BL#k), or a mere means

for Masafusa and other Kidendd scholars, to survive and serve their increasingly self-serving
patrons.

As I will discuss in detail in the next chapter, GoSanjo was Masafusa’s first imperial
patron, and Masafusa’s respect for this learned and mature sovereign, who spent twenty-two

years as Crown Prince during the last stage of the Fujiwara regency, was profound. By contrast,
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Masafusa appears to have been ambivalent about Shirakawa. Komine Kazuaki admits that
“Masafusa’s opinion of Retired Emperor Shirakawa is not clear.”'"! Shirakawa’s abdication in
favor of his son took place about one year after the death of Shirakawa’s half-brother, Crown

Prince Sanehito (921, 1071-85). When GoSan;jo abdicated in 1072 in favor of Shirakawa, he

installed the then two year-old Sanehito as Crown Prince, anticipating that the throne would be
quickly passed on to Sanehito after Shirakawa.
In fact, GoSanjo preferred Sanehito to Shirakawa as his heir, because Shirakawa’s

mother, Fujiwara no Moshi (J#/i{/% ¥-), was an adopted daughter of Fujiwara no Yoshinobu (i
JHHE(E, 995-1065), Fujiwara no Michinaga’s son. Moreover, Shirakawa’s wife, Kenshi, was an
adopted daughter of Fujiwara no Morozane (/i fili5%), Michinaga’s grandson. In contrast,

Sanehito’s maternal relatives were not Fujiwara clan members, since his mother, Minamoto no

Kishi (JiiF£7), was the granddaughter of Prince Atsuakira (B(HH# T, 994-1051), the son of
Emperor Sanjo (=55 K&, 976-1017, r. 1011-16), the ill-fated sovereign who was forced by

Michinaga to abdicate on account of his poor eyesight. In short, historians have argued that
GoSanjo’s abdication, which some considered to be the origin of the institution of insei, was only
a means of ensuring that the sovereignty would never be compromised by the Fujiwara.

Thus, it is not hard to imagine that for Masafusa, whose talents were first recognized by
GoSanjo, and who consequently became a strong advocate of GoSanjo’s post-Fujiwara political
reforms, Shirakawa’s abdication in favor of his son in 1086 was offensive because the act was a

violation of his former master’s will. However, because Masafusa did not leave his own account

111. Komine (2006), p. 371.
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of this matter, further speculation is futile. We do know that some of the setsuwa written
between the late-twelfth and fifteenth centuries discuss the issue in detail, apparently subscribing
to the view I hypothesized above as Masafusa’s, and thus portraying Prince Sukehito in an
extremely favorable light, while remaining taciturn about Shirakawa.

For example, the war chronicle Genpei josuiki (Ji>F-E3E 5L, 48 vols., ca. 13th-15th

century) recounts the circumstances of imperial succession in Book Six, entitled “Imperial

Succession is Sometimes Beyond Human Control” (75 {iZ3E A J158). This anecdote suggests that

GoSanjo had an elaborate plan regarding imperial succession after his death. According to the
tale, GoSanjo told Shirakawa that after Sanehito’s enthronement, Sanehito’s full-brother Prince

Sukehito (ffi{ -#1 1, 1073-1119) should be appointed Crown Prince, and Shirakawa agreed. The

reference to Shirakawa’s accession to his father’s will accentuates and further dramatizes
Shirakawa’s future transgression, as it is reconstructed in the mind of the medieval chronicler.

Likewise, the historical narrative Ima kagami (%3 %%, The Mirror of the Present, ca.

1174-75) depicts Sukehito in an exceedingly positive manner:

This prince had a special talent in learning the Chinese Classics, and his
great skill in the composition of Chinese verses is reminiscent of Prince
Nakatsukasa in the past. Also, he was a very refined waka poet.

COfITFIEFEBIZLT, Farol sl s, BobhBEn o
PIHIICBIFLE, MEIABS I EHTIINTHND &,

Prince Sukehito was a renowned poet of Japanese and Sino-Japanese poems, and nine

poems composed by him appear in the fifth imperial anthology of waka, Kinyoshii (54,
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Collection of Golden Leaves, 1124-25, 1127). (Only five poems by Emperor Shirakawa appear
in the same collection.) Another anecdote from the Imakagami recounts that Shirakawa was
disconcerted when he first saw the draft version of the Kinyoshii, submitted by the compiler

Minamito no Toshiyori (J5{5%H, 1055?-11297?). Shirakwa did not take offense because Toshiyori

held Sukehito’s poems in high regard, or because Sukehito’s poems in the anthology
outnumbered his own. Rather, Shirakawa could not tolerate the fact that Toshiyori had referred

to Sukehito as “Prince Sukehito” (97 1F O & D #& 2), and not as the more impersonal “Third
Prince” (= D).

The “Royal Hunt in Red Foliage” (fL.4E DfHIf¥) section of the Imakagami discusses
Emperor Shirakawa’s “talent in Chinese and Japanese poetry” (12D =F). The narrator

mentions that both the GoShiiishii (1086) and the Kinyoshii (1127), the two waka anthologies
commissioned by Shirakawa, include a number of poems composed by Shirakawa himself, but
offers neither positive nor negative judgment of them. In other words, in the Imakagami,
Shirakawa’s “talent” for Japanese poetry is mostly attributed to his patronage of waka; he
sponsored not only the two imperial anthologies, but also numerous poetry excursions and poetry
contests, all in emulation of the “sagacious” emperors of the past. However, the narrator notes

that the following waka, which Shirakawa composed about his excursion to the Oi River

“reminds one of the good old days” (£ DLyl L 0), and is “extremely elegant” (V> & > & L <

112. For more accounts of the animosity between Shirakawa and Sukehito, see “The Genji Haven” ({7 A/
C DAY L T A) section of the Chapter Eight “Imperial Children” (1l ¥-72 %) in the Imakagami.
(Takehana, vol. 3, pp, 234-39.)
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BlaLFL )

Here we are RHNI

At the Oi River, 55 Mz
Revisiting a stream of ancient customs; 7O ET

In our view is red foliage EDILD

In this stormy mountain called Arashiyama. g2 Z R, ™

99 ¢¢

The second and third verses, “revisiting” “a stream of ancient customs,” specifically
refers to Emperor Uda’s trip to the same place in 907. This poem and the Imakagami narrator’s
comment on it both suggest that by the late twelfth century, in the collective memory of Japanese
courtiers, Shirakawa was a great patron of traditional Japanese poetry, but not necessarily a great
poet. As seen in the passage on Prince Sukehito cited above, the Imakagami narrator normally
depicts those who excel in poetry composition, either in Chinese or Japanese, in a highly

favorable manner. Of course, this may have something to do with the fact that the Imakagami

was written by the waka poet Jakucho (K{).

2 [13

As for Shirakawa’s “talent” in Chinese poetry, although the /makagami mentions that

Shirakawa “cared very much for Chinese poetry” (JHE D%z & b TH Z IXEHHEND), it gives

no example of his own compositions in Chinese. Similar to the way he promoted waka by
sponsoring various poetry gatherings and anthologies, Shirakawa commissioned an anthology of

Chinese verse composed by Japanese poets, Zoku honché shitku (9t ANA754], Later Excellent

113. Takehana, vol. 1., p. 259.

114. Ibid.
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Verse of Japan), which does not survive."” The following passage from the /makagami portrays
Shirakawa as a sovereign who may not have been an accomplished scholar himself, but was at

least keen on promoting the Chinese Classics, and knew which scholastic authorities to rely on:

One day, Retired Emperor Shirakawa came up with the idea of matching
the Chinese couplets in the Wakan roeishii with the verses omitted from the
original poems, and presenting them in the proper format of four rhymed
verses [making a total of eight verses]. It was Counselor Masafusa who
put these verses together. One of the Roeishii couplets was “Cicada’s cry
in the Fifth Month, bidding a farewell to so and so ‘autumn’”; but no one
was able to supply the missing lines. Then, someone presented [a set of
verses], saying, “This might be it!” Governor General Masafusa took note
and said to Shirakawa, “I don’t think these are the missing lines of this
couplet.” I heard that they discovered the original of this poem [in its
complete form] at a later time among the calligraphy textbooks preserved
at Ninnaji Temple.

FHAKEEIC WD 72 25 DI D o) % | WUERZE D36 7o D00 K8 S EiES
HLBALAL LD T, EFFMELTEDSNRDIT S, 2o

W, THHDOWMOBIZRICOKEL S EPVLEAFD, D Of]
RATODRHEIID TR, HHA, Tkt ETAETE
DD DI UE, JLARABOT, TINIZ2 20D L BITARE
bhy EELITS, &RiIT, CHFOEZD IF2FRDHFIC, £2 &
DEFWTELD T EZFHARD L, 1o

This passage is of particular interest from the viewpoint of the reception of the Wakan

115. Neither its predecessor Honché shitku (4§75 41, Excellent Verse of Japan) or the Zoku honché
shitku survive today. According to the Honcho shojaku mokuroku (A5HE#E H §%), the former consisted

of five volumes and was compiled by Fujiwara no Akihira, whereas the latter was in three volumes, and
compiled by Fujiwara no Tadamichi (&5 /&8, 1097-1164). Tadamichi was the son of Fujiwara no

Tadazene, and thus a grandson of Moromichi, who studied the Chinese Classics with Masafusa. It is
interesting that although a member of the Fujiwara regent’s family, Tadamichi took studies of Chinese
literature as seriously as his grandfather.

116. Ibid., pp. 259-60.
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roeishit (FITEFFKEE, Chinese and Japanese Poems to Sing, ed. Fujiwara no Kintd, ca.

1017-21). It suggests that by the end of the twelfth century, the Roeishii had become a standard
textbook for Japanese aristocrats, especially for students of calligraphy. (The anthology
contained short excerpts and poems written in both Chinese characters and Japanese kana.)
Moreover, the passage suggests that some 230 Chinese couplets and 350 kanshi (Chinese verse
composed by Japanese poets) couplets, drawn from longer poems from elsewhere, along with
215 waka, had become so familiar to ordinary readers that those who studied the book naturally
became curious about the lines omitted in the anthology. Interestingly, it was the Retired
Emperor Shirakawa who came up with the idea of finding original contexts for the familiar
couplets from the anthology. However, the Imakagami narrator seems to place less emphasis on
Shirakawa’s innovative concept itself, stressing the fact that he was fortunate to have someone
like Masafusa to guide him through this project. The narrator even compares Masafusa to an
anonymous retainer with lesser knowledge of Chinese literature, as if to make a point how
learned and reliable Masafusa was.

Although Masafusa himself wrote very little about Retired Emperor Shirakawa, as
evinced from this passage from the Imakagami, the personal relationship between the two
“giants” from the turn of the twelfth century never ceased to capture the imagination of Japanese
courtiers in the late-twelfth and subsequent centuries, and the same fascination continues to this
day, as modern scholars reconstruct the life and works of Masafusa as a key figure of the early

insei period. The following passage from the setsuwa collection, Kojidan (i SR,

Conversations on Ancient Matters, 6 vols., ed. Minamito Akikane, 1212-15), beautifully sums up

the way in which the Masafusa-Shirakawa relationship, on which we have almost no firsthand
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information, had already become an integral part of the collective cultural memory of imperial
Japan by the early thirteenth century:

Retired Emperor Shirakawa said: “I am a ‘cultured ruler.” I am not saying

that [ am cultured because of my own erudition. I discovered and

encouraged Masafusa. Doesn’t this show that I value the Way of

Literature? Because I respect the Way of Literature, I can thus claim that I
am a cultured ruler.”

AWMBeE s N T, MTERENLTERD, AT LHEHD
RKFZPIC, XELIEHEIFT, BENEE2HE T, SCGEZERICHE
5%, EEPHEAZUTHIE X EEHSRD ) ik, 7

Conclusion

In this chapter, I examine the life of the scholar-official, Oe no Masafusa, a pivotal figure
at the dawn of insei Japan. The existing modern biographies of Masafusa have variously
portrayed him as a “complicated human being” (Kawaguchi, 1968), a shrewd politician with
“certain dubiousness and shadiness” (Fukazawa, 1994), “a somewhat anxious individual” (Ury
and Borgen, 1996), a Confucian scholar with “a flexible mind” (Sato, 2003) and a “multi-
talented” man (Iso, 2010). The present study attempted to elucidate the meaning of Masafusa’s
professional career as a scholar-official mainly through a reexamination of his biographical
essay, “Bonen no ki” (ca. 1099), translated and introduced to English speaking readers by Ury
and Borgen in 1996.

By showing that “Bonen no ki” is an appropriation of Ki no Haseo’s essay, “Preface to

My Kanshi Poems Composed After the Engi Era,” in which Haseo harshly criticizes the prosaic

117. Kawabata and Araki (SNKBT 41), p. 124. Kojidan 1-99.
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lives of Kidendd scholars in the early tenth century, following the death of Sugawara no
Michizane, I question why Masafusa came to disparage the composition of Sino-Japanese verse
after the Kanji era (1087-94). I argue that superficially, the untimely death of the regent
Fujiwara Moromichi in 1099 at the age of thirty-seven, and Masafusa’s learning of the tragic
news in Kytshii, where he was Acting Governor General of Dazaifu since 1097, caused him to
make the dejected statement.

However, more deeply, in light of the fact that the Kanji era was precisely when
Masafusa experienced a dramatic promotion to a high position in the state bureaucracy which
made him a senior noble (kugyo), I argue that Masafusa’s former identity as a Kidendo
academician was seriously challenged during this period. One key to understanding the subtle
differences in Masafusa’s attitude toward literary activities is to examine why he composed a
massive amount of ganmon (Buddhist vows) for his imperial and non-imperial patrons in his
later years. In other words, after the Kanji era, Masafusa was aware that although a senior noble,
he had become a mere spokesman for his increasingly self-serving patrons, in particular Retired
Emperor Shirakawa.

As shown by Masafusa’s vow in honor of his fellow academician, Fujiwara no Atsumoto,
in which he self-deprecatingly refers to the way Kidendo academicians served their patrons by
making “the wind and the moon” their “slaves,” by the early twelfth century, kangaku
scholarship had declined to the extent that scholars—even Masafusa, out of the most prominent
scholarly household of all time—thought that they had sold out their writerly skills for their and

their families’ survival.
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Chapter Five
Oe’s Diary, Household Studies and

Oe no Masafusa’s Glorification of His Ancestors in the Zoku honché ojoden

Introduction

The previous chapter examined the life and works of Oe no Masafusa. Particular
attention was paid to his personal relationships with his imperial and non-imperial patrons,
namely retired emperors and Fujiwara regents, and Masafusa’s dual roles as an academician and
a senior noble (kugyo) who attained his position through the meritocracy, thus enabling him to
express his critical opinions about the changing roles of Kidendd scholars and the meaning of
literary activities at the beginning of the twelfth century.

This chapter continues to explore Masafusa’s legacy as the first and most influential critic

of insei Japan, by focusing on his understanding of the notion of “household studies” (K%,

kagaku). 1 first examine the widespread circulation of Masafusa’s diary, Goki, to be used as a
reference book of matters related to the court, among his fellow courtiers at the beginning of the
twelfth century. During the insei period, the circulation of kanbun diaries was customarily
restricted to individual aristocratic households, whose members used them as instruction manuals
concerning the details of court service. As the importance of the state bureaucracy diminished by
the mid-twelfth century, individual aristocratic households became increasingly keen to secure
their own positions and raisons d’étre in the rapidly changing sociopolitical environments by

relying on the special knowledge contained in their own “household diaries.”



209

The fact that Masafusa’s diary was widely circulated outside of his family during his
lifetime suggests the following two possibilities: 1) Masafusa’s opinions were so respected that
people sought them in order to establish and improve their own family diaries; 2) the tradition of
the Oe family as the purveyor of kangaku studies was discontinued after Masafusa, thus enabling
otherwise confidential household material to circulate in the public domain.

Since the first point is difficult to prove without extensive bibliographical research in
kanbun diaries, I will cite Masafusa’s references to the dwindling role of the Oe’s “family

occupation” (f13%) of Confucian studies in his Zoku honché ojoden (HEAFAE AR,

Biographies of Those Who Were Reborn in Paradise in Japan II, ca. 1099-1104). In the Ojoden,
Masafusa provides biographies of forty-two individuals, only four of whom are members of his
own clan. I examine the way Masafusa praises his ancestors not so much for their Buddhist faith
but for their commitment to Kidendd scholarship and for their skill in refined Chinese
composition. I also investigate Masafusa’s somewhat enigmatic notion of his ancestors’

“meritorious deeds” ({3 #%), to which he attributes his personal success as a scholar-official. 1
then examine Masafusa’s biographies of two emperors, Ichijo (—45 K&, 980-1011, r. 986-1011)
and GoSanjo (& =55 K&, 1034-73, 1. 1068-72) and compare his ambivalence about the former

and wholehearted approval of the latter as a wise sovereign. Analyzing the panegyrics in the
Ojoden, 1 identify what is probably one of Masafusa’s finest works as the source for Oe no
Masafusa legend in later setsuwa narratives.

The chapter concludes with analyses of a few passages from the historical narrative

Imakagami (ca. 1174-5) that feature vignettes of Masafusa’s personal relationship with Emperor
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GoSanjo. Through reading the Imakagami anecdotes, I demonstrate how posterity embraced
Masafusa’s glorification of Emperor GoSanjo, while at the same time elevating Masafusa as a

model scholar-official for future generations.

1. Household Studies and Oe no Masafusa’s Diary,
On the occasion of the first anniversary of Masafusa’s death, Fujiwara no Munetada
wrote in his diary Chiyiiki that Masafusa had “burned all his diaries from his later years; on the

evening of the same day, he passed away.” (BEERM HGL . AKEEL 4, )' Masafusa’s

presumed attempt to destroy “all his diaries from his later years” suggests that like diaries today,
the diary in twelfth-century Japan was a private document, which might contain information

inappropriate for public distribution. The fact that no fragments written after 1108 (Tennin K1~
1) appear in Kimoto Yoshinobu’s Goki itsubun shiisei (JL.aCi XX EEBR, A Collection of

Fragments of the Goki, 1985) suggests the accuracy of Munetada’s testimony.
Diaries—particularly those written in terse kanbun by male Heian courtiers like Masafusa—

functioned quite differently from the body of texts we normally associate with the genre, and

also from their counterparts written in kana, often by female hands, such as the Sanuki no suke

nikki (FEISLRE H5Y, Lady Sanuki'’s Diary, 2 vols., ca. 1107). Throughout the Heian period, the
kanbun diary, including Fujiwara no Munetada’s (&5 5% 58, 1062-1141) Chayiki (145 50) and

Masafusa’s Goki, functioned officially as a reference and a record, providing detailed accounts of

everyday administrative, ceremonial and inter-personal matters that took place at court. As such,

1 The fifth day of the Eleventh Month of 1112 (KK 2).
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they were transmitted and perused by the male diarists’ descendants, who were expected to study
the customs of the recent and distant past through precedents established by their forebears. In
the words of Komine Kazuaki, kanbun “diaries were originally written in order to transmit a
broad range of knowledge of ancient practices, etiquette and esoteric teachings regarding various
ceremonies [in the imperial court] to descendants.” In short, insomuch as the kanbun diary
served a semi-public function as a reference for posterity, familiarity with the contents could be

as respectable and worthwhile as karazae (JE¥)-knowledge of the Chinese classics, and of

various historical precedents from China.’?

The Japanese literary scholar Ogawa Takeo (/M I[[ill]42) calls these collections of material
related to courtly matters (25, kuji), designed to be passed down from one generation to the
next in aristocratic households (%X, ie) as “household studies” (K¢, kagaku). The emergence of
numerous individual households within the pre-existing clans (E<, uji), such as the Fujiwara and

the Minamoto, with their own household specialties in the arts and other areas of “the system of

knowledge” (H1DAR) as Ogawa puts it, was one characteristic phenomena of the insei period.
Examples of these particular pursuits include the waka poetry of the Rokujd (7N5%) and
Mikohidari (il /) branches of the Fujiwara, calligraphy of the Sesonji (1ftZ£<F) family, and
kickball (¥i#¥, kemari) of the Asukai (F&E;H:) family. According to Ogawa, “the primary

purpose of kagaku [ZK*¢, “household studies”] was to assist [members of the household] in

2 Hidldd &b & FRICARMESLEADEECL OB 2B 5720 1cFE ), N5 H D, Komine
(2006), p., 385.

3 For a discussion of karazae vis-a-vis yamato damashii (° £ & 72 % L 0\, practical matters of Japanese

tradition, lit. “Japanese spirit”) in Fujiwara Tadazane’s diary, Chiigaisho, see Chapter Four.
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carrying out their official duties as courtiers,” and “since they are officials serving at the imperial
court, whatever they regarded as kagaku [2%’#] had something to do with courtly matters.”
Moreover, according to the historian Matsuzono Hitoshi (FAEH ), the custom of keeping kanbun
diaries containing details of courtly service had long been established since the tenth century, but
it was at the very end of the eleventh century when the “concept of ‘households with
diaries™” ( "THELZDZK ) & ) BER) emerged.’

In this regard, Masafusa’s Goki is unique: while being an exemplary kanbun diary in

terms of its subject matter, it was from the beginning widely circulated, with a readership not

limited to the members of the Oe family.® The following references to Masafusa’s “record” (iC})
and “diary” (HC) in the GoNijo Moromichiki (1% —-5&H38EL, Diary of Fujiwara no
Moromichi), a diary of the regent Fujiwara Morimichi (iR, 1062-99),” suggests that

“journal” would be a more apt designation for kanbun nikki than “diary,” because of their

fundamentally “journalistic” function:

4AHODIRICR 2 ETOER (B%) 280 P22 LIcET202208 -OHNET %/
ERETHAU L, TRE) EWOELZAREAFICET 2HERNOATH S I, Ogawa Takeo,
“Chi to chi: sekkanke no kuji no setsu wo megutte” (K1 & Ifil : BEK DA FEDFH % D > T)inIBR 1,
pp. 152-73.

5 Matsuzono Hitoshi, Nikki no ie--chiisei kokka no kiroku soshiki (H 5t.D 2% — "t [E SR D FeEkAH Ak,
Households with Diaries: Record-Keeping Organs of Medieval State, 1997), p. 12.

6 Regarding the Kidendd academician Fujiwara no Atsumitsu (B&/5 0%, 1062-1144, Akihira’s son),

Matsuzono Hitoshi makes an important observation that Atsumitsu initiated the custom of keeping a
household diary and transmitting it to his offspring in his Fujiwara-shiki family (& =XN5). Ibid, p. 21.

7 For my analysis of the personal relationship between Masafusa and Moromichi, recalled in Moromichi’s
son Tadazane’s diary, see Chapter Two.
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[Some of the details regarding the Retired Emperor Shirakawa’s Sightseeing]
needs to be consulted along with the record of the Grand Controller of the Left
[Oe no Masafusal].

et M#H= = 2 [Kanji 36 4 (1090), 4,10]

Regarding today’s affair [-sending an envoy to the Ise Shrine], [the opinions of]
Grand Controller of the Left are to be consulted; [his] diary has been delivered for
consultation.

S HEMHSERRE., Hil#os ik, [Kanji 6 (1092), 8.21]

Indeed, Moromichi was not the only non-Oe-family courtier who had access to
Masafusa’s journal, because the text was also mentioned in other courtiers’ kanbun nikki during

Masafusa’s lifetime, where it was referred to variously as Go chiinagonki (7L S it
Counselor Oe’s Record),® Masafusa nikki (F£J5 H L, Diary of Masafusa),’ and Okurakyé
masafusa nikki XJBINIE S HEL, Diary of the Minister of Treasury, Lord Masafusa)."® Whether

we consider Masafusa’s nikki a typical kanbun diary—a basis for household studies, or a kanbun
journal—an early milestone in the history of Japanese reporting, if we accept Fujiwara no
Munetada’s account that Masafusa destroyed most of his recent journal entries before his death,
we can understand why his action appeared so scandalous in the eyes of his contemporaries.
Disposing of even a portion of a kanbun nikki was an unthinkable act because it meant Masafusa

was blatantly denying access to others. The issue here is why wasn’t the Goki treated as the

8 The Tamefusakyo ki (Z5FEMIEL), Kowa 5 (1103). 8.27. (Kimoto, p. 802.)
9 The Denryaku (J&&), Choji 1 (1104), 12.18. (Ibid.)

10 The Eishoki (K Eiit, Diary of Fujiwara no Tametaka, 1105-29), Ten’ei 2 (1111), 10.10. (Ibid.)
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private property of the Oe family? Was the concept of “household studies” not fully established
in the 1100s? Or did the Oe clan, as custodians of Confucian studies, somehow discontinue after
Masafusa’s generation?

The posthumous popularity of Masafusa’s diary as a source of information on courtly
matters among aristocrats is even more remarkable. According to Kimoto Yoshinobu, the earliest

reference to the title Goki (Records of the Oe) appears in Nakayama no Tadachika’s (FP[LIER,
1132-95) diary, Sankaiki (ILIBERL, Record of Minister Nakayama, 1151-94). In fact, a large

number of the texts from the twelfth to fifteenth centuries contain references to the Goki. The
variety of the texts in terms of genre and date that cite passages from the Goki indicates its
widespread and sustained influence throughout the medieval period." The circumstances
surrounding Masafusa’s diary attest to the peculiar fervor with which his opinions were sought
after by members of the aristocratic society. In other words, regardless of the ostensible lack of
desire on the part of Masafusa to be remembered as an influential diarist (as far as judging from

his act of diary burning), posterity did not allow his writings to fade into oblivion.

2. Masafusa’s Hagiographies of his Ancestors in the Zoku honcho gjoden

11 References to the Goki appear in the following: the Honcho seiki (AEAHAT, Chronicle of Japan from
935 to 1153, ed. Fujiwara no Michitnori); the Heihanki (Ys#iit, Diary of Taira no Nobunori, 1132-71);
the Taiki (15 58, Diary of Fujiwara no Yorinaga, 1136-55); the Gyokuyo (K3, Diary of Fujiwara no
Kanezane, 1164-1200); Fujiwara no Kiyosuke’s waka treatise, Fukurozoshi (823, Pocket Book, ca.

1157) [For an analysis of a Goki passage in Kiyosuke’s Fukurozoshi, see Chapter One]; music treatises
Kyokunsho (LAY, 1233) and Gyorogusho (F 58, ca. 1347-60); and Ichijo Kanera’s (— 553 1,

N S

1402-81) handbook on courtly customs, Toka zuivo (BEFHELEEE, 1480). For a complete list of texts that
contain partial excerpts of Masafusa’s diary, see Kimoto, pp. 551-54.



215

Among the many literary texts from the Heian period, a genre called ojoden ((E421Z,

“biographies of those reborn in paradise”) exemplifies how prose narratives functioned as a
synthesizer of religious, historiographical and belletristic ideas in pre-modern Japan. Originally

inspired by biographies of Buddhist monks and nuns written during the Tang (J&, 618-907) and
the Five Dynasties (111X, 907-60) periods in China, seven different gjoden, all composed in
Chinese during the tenth through the twelfth centuries, survive today. The earliest of the genre,
Yoshishige no Yasutane’s (BE#& PR AL, 2-1002) Nihon 6jo gokuraku ki (H AFEAMRAEELE, Record
of Rebirths in Paradise in Japan, 983-85), for example, contains forty-two biographies of
Japanese Buddhist priests, monks, nuns and laypeople.”* One of its variants—the so-called
“complete edition” (5EHA, as opposed to the “first draft” #JFHA)—starts out with
hagiographies of Prince Shotoku (BEf# K T+, 574-622) and Priest Gyoki ({17, 668-749).
Despite the fact that they were long revered as the pioneers of Buddhism in Japan, Shotoku and
Gyoki’s teachings made no specific reference to the idea of rebirth in the Pure Land (i1, jodo)
by chanting the Buddha’s name (‘&21A, nenbutsu). In the words of the Japanese scholar Inoue

Mitsusada (F )G H, 1917-83), “The Ojé gokuraku ki is filled with biographies of meek and

naive adepts of Buddhism, and the pure fragrance of religiosity permeates its volumes.”"

12 Yasutane, a student of Sugawara no Fumitoki (& Jit 3CIKF, 899-981), is knows as the author of the
kanbun essay Chiteiki (115*5L, 982). Yasutane took the Buddhist vows in 986, a few months before
Emperor Kazan’s abdication of the throne following Fujiwara no Kaneie’s (i HZ¢, 929-90) pressure.

Shortly after his retirement, Kazan took the tonsure in the same year. Inoue and Osone, p. 713-4. For my
analysis of Yasutane’s ganmon in the Honcho monzui, see Chapter Two.

13 FEAEMGZEEL DR B S TR 2 A& Tl 7 SN, FEN A TR REICEZ L>Tw
%, Ibid., 732.
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Oe no Masafusa’s Zoku honcho gjoden (Ri AT 4R 15, Biographies of Those Reborn in

Paradise in Japan 11, ca. 1099-1104), the second example of the genre, is modeled after
Yasutane’s Nihon 6jo gokuraku ki."* A collection of biographies of forty-two individuals,
including Yasutane himself, the Zoku honché ojoden (below, Ojoden) appears more secular in
nature than its predecessor. Instead of setting a religious tone by beginning with biographies of
“Bodhisattva-like” figures, such as Shotoku and Gyoki,'® the Ojoden opens with the biographies
of two emperors: Ichijo (55 K&, 1. 986-1011, 980-1011) and GoSanjo (& —5 K&, .
1068-72, 1034-73). Today, however, neither of these emperors is associated specifically with
Buddhism. According to Inoue, “the primary reason why [Masafusa] placed these two
individuals in the beginning of his book is that they were enlightened rulers.”'®

It is not only its contents that attests to the fundamentally secular ambience of Masafusa’s
Ojoden. His biography of Yasutane reveals that Masafusa probably wrote a sequel to Yasutane’s
0jo gokurakuki, not so much out of devotion to a particular teaching or school of Buddhism, but
rather out of respect for Yasutane as a like-minded literatus and a Kidendd academician. Noting

that Yasutane descended from “many generations of a family steeped in Yin-Yang” (32 %2zF% D

%), as opposed to a scholarly family, Masafusa writes that “he had great talent in learning the

14 Masafusa directly refers to Yasutane’s “record of rebirths” ({£4: D iit) in the preface to his Zoku
honché djoden. 1bid., p. 223.

15 Priest Gyoki, for example, is called Bodhisattva Gyoki ({T3&%Fi#) in the Nihon 6jo gokurakuki.
Shaotoku is not referred to in the same manner, but Inoue calls these two figures as “two Bodhisattvas” (—~
F50E) in his analysis. Ibid., p. 731.

16 EEVRZDANZEBHICEVE OB, ADBETE LTEHTH- 16 TH S,
Ibid., p.732.
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Chinese classics, and was skilled in composition in Chinese; as such, he was far superior to his
contemporaries.” (X IZEAXIZ T LT, SR DMmIc#fatsz D, )7 Moreover, recalling
that Yasutane “studied with Sugawara no Fumitoki [ Jii 3CIRf, 899-981]” (& = fhChili & LT
\) during the reign of Emperor Murakami (ff K&, 926-67, r. 946-67),'s Masafusa concludes
that “fine phrases from Yoshitane’s verse and prose are still recited by people today.” (LD £E
Ak, b ADHIZH D, ) Although Masafusa also touches on Yasutane’s religiosity,
(“since his boyhood, he had yearned for [rebirth in] paradise” P EDKRE X D | LoITHREE 2 FEA

1) 2%) and Yasutane’s taking the tonsure in 986, it is apparent that Masafusa identifies himself as

the legitimate successor to Yoshitane, as a biographer whose ojoden immortalizes the lives of
worthy individuals in highly stylized Chinese prose.

While containing biographies of some twenty-five monks and a handful of nuns, both
famous and unknown, Masafusa’s gjoden also includes descriptions of four members of the Oe

clan: Otondo (5 A, 811-77), the founder of the clan;*' Tamemoto (443%) and Sadamoto (&7,
957-1034), both Masafusa’s great uncles; and Takachika 2% (?-1046), Masafusa’s grandfather.

Otondo, who “quickly mastered Confucian studies, and proudly ascended to the position of

17 Ibid., p. 246.

18 For my analysis of a Godansho anecdote which features Murakami and Fumitoki’s “debate” over
poems, see Chapter Four.

19 Ibid., pp, 246-7.
20 Ibid., p. 247.

21 Ibid., 228.
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Senior Noble” (‘i { fBZEZZ 1T, & I H D ) and is referred to as Consultant and
Intendant of the Left Gate Watch, Lord Oe no Otondo (S - féi FTERIL & AJH, appears in

the opening section of the book, directly following entries on the two emperors and Minister of

the Right Fujiwara no Muneyori (B, 993-1065) and Counselor Minamito no Akimoto
(RPEEL, 1000-47).
In contrast to Otondo, who received the high rank of Senior Third Grade, biographies of

Tamemoto, Sadamoto and Takachika appear toward the end of the book. Takachika, whose rank

was Senior Forth Lower Grade (1EVUZ T), was a relatively well known scholar of the Chinese
Classics, and a private tutor (fFit) of Emperor Golchijo (2 —4& K&, r. 1016-36, 1008-36).
However, judging from their even lower ranks (Senior Fifth Lower Grade and Junior Fifth Lower

Grade, respectively), Tamemoto and Sadamoto were undistinguished as scholar-officials. In

standard historical reference, such as the Sonpi bunmyaku (B-5.53 R, Family Trees of Clans of

All Classes), wherein genealogies of the major and minor branches of aristocratic families such
as the Fujiwara, Minamoto, Taira, Nakatomi, Tachibana are provided along with the rank and
office of all the individuals members of the families, Tamemoto and Sadamoto’s sections appear
conspicuously empty, suggesting that their careers were unremarkable.” In sum, Masafusa’s
inclusion of not only the two emperors, but also his own relatives in the Ojoden, and moreover,
the way in which he makes distinctions among his ancestors based on their achievements and

official ranks (e.g. prioritizing the more prominent Otondo over the other members of the Oe

22 Inoue and Osone, p. 228.

23 Kuroita, vol. 4, p 95.
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family) attests to what Inoue calls Masafusa’s “fundamentally secular, bureaucratic class
consciousness.”*

However, Masafusa’s inclusion of his relatives in the Ojoden was not only for the sake of
glorifying his ancestors or authenticating their long-standing aristocratic lineage. Further
examining Masafusa’s treatment of the three ordinary academicians (at least from the viewpoint
of ranks), Tamemoto, Sadamoto and Takachika, reveals the characteristics of the “secular”
standard Masafusa employed to differentiate the lives of the three. To some extent, the genuine
motive behind Masafusa’s inclusion of his relatives in the Ojoden was to provide true-to-life

portraits, and even to suggest that fate is so unpredictable that even Buddhist belief can have

little effect on the future trajectory of the “meritorious deeds” (1) of one’s ancestors or former
life.25

For example, Masafusa recounts that Sadamoto was “only interested in hunting before his

religious awakening” (\> ¥ 725808 X5 DHIE, 772 Z & ¥ D); but after taking the

tonsure, he became extremely devout, obtained permission to travel to China and made a
pilgrimage to Qingliangshan (Y& {4 [11 also known as 71.75[11) and died in Hangzhou (/i) in

1034.26 Sadamoto’s brother, Tamemoto, on the other hand, is one of the few individuals in the

24 H S IX SR Z . WOIXE RN % 555 &R, Ibid., 728. Senior noble refers to “[a] noble of at
least the third rank and holding a post at least at the level of Consultant (Sangi).” Tyler, p. 1167.

25 Masafusa uses the term “meritorious deeds” (f&#) in his biography of Minamoto no Norito (JR & AT).
(Inoue and Osone, p. 250.)

26 The Konjaku monogatarishii also contains several anecdotes about Sadamoto, both before and after he
came to be known as Priest Jakushd (F{/1). (SNKBT 36, pp. 72-73, 106-110.) Book 24 entitled “Secular
Tales of Japan,” for instance, features Sadamoto as a governor of the Mikawa (Z{) province. (Ibid., p.
468.)
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book whose rebirth in paradise is explicitly classified as “Lower Inferior” ( iy [ ), the lowest

of the nine grades in the Pure Land, based on a person’s karma. This certainly appears
incongruous with Masafusa’s statement that Tamemoto “deeply longed for paradise since his
youth” (14D H K 0 7 fiz2 % F\ D), eventually took the tonsure and “prayed to the

Buddha for many years” (% %:21A L ). However, Masafusa does not explain what Tamemoto

did during his career as Professor of Literature and Governor of Settsu province (in present-day

Osaka and Hyogo prefectures) to deserve such a “regrettable” GE{R 7% D ) reputation.

Indeed, Masafusa’s description of Tamemoto’s final moment is surprisingly terse.

e

Acknowledging that “he was revived temporarily and his family was overjoyed” (12 L CT#RZE
0, KAEZET), Masafusa continues that “he had nothing else to say, [...] he died and
everything was over.” (b5 7 { LT 7ZH < -+ Hifft 2 TH D #3, )?7 In contrast, Masafusa

elaborately describes the final moments in the life of Sadamoto, who by the time of his death was

revered as Priest Jakushd () in China:

At the final moment of Sadamoto’s life, auspicious signs appeared.
He composed a couplet in Chinese:

I hear the sound of a sho in a distance,
From the top of a solitary cloud;

To escort me, the consecrated delegation is approaching near,
Before the setting sun.

Sadamoto also composed a waka poem:

Above the clouds,

27 Inoue and Osone, 247.
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the faintly trailing sound

of music.

I wonder if others can hear it too.

Or perhaps my ears are deceiving me.

g ol Ettfeise b, Fh—foitzfind, zo—aicH
< Y

PERRERE NS B

HRoR v H i,

Evs, FLMNHZKOTHL,

B Rl EICHED HThD,
ARHE 68 EH G L28

Lvab,

It can be assumed that Masafusa describes Sadamoto’s final moment in such poetic detail
because in contrast to Tamemoto, who did nothing but recite Buddha’s names, Sadamoto traveled
all the way to the “Great Kingdom of Song” (K7 [H) to “master the teachings of the prominent
priest Feibo of that country” (2> DFIDEME, REKDIEZ & L T).3° However, it is too hasty
to conclude that Sadamoto’s devotion to Buddhism was what made him superior to Tamemoto,
because Masafusa depicts the death of his own grandfather, Oe no Takachika, in a fashion similar

to that of Sadamoto, even though Takachika’s level of commitment to the Buddhist faith was not

so different from Tamemoto’s:

28 This waka also appears in Fujiwara Kiyosuke’s Fukurozoshi, but the forth measure is changed to A (Z
& 115>, (SNKBT 29, p. 164.)

29 Ibid., pp. 248-9, and 578.

30 Ibid., p. 248.
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Afterwards, he took the tonsure and finally, he peacefully closed his eyes.
On that day, exotic scent filled his residence, a brocade of clouds appeared
above the rooftop, and the sound of the s/6 floated delicately in the air.
After his final moment, the clouds returned to the west. Because it was so
brilliantly sunny [in the western sky], the clouds were visible to everyone.
Between the moment he closed his eyes to the time of funeral ceremony,
twenty days passed. Although it was a humid summer, [his body] did not
decay. At the time of cremation, an exotic scent filled the burial chamber.

ZOBERLTRICHOTHEH LA, ZOHRFREICHE, MREREIC
DT, EROFE, HRICEWLD ., K2 5%, EXVEISRED
B, AHZ 212k <, ANMERZD, IEH LT D KSET
THRH, ZEDLEITYS EuAld RICHnENT, ERD
IRF, SRR LEEICmTH,

Both in Masafusa’s vignettes of Sadamoto and Takachika, the “sound of the s40” is

referred to as a symbol, or “auspicious sign” (}iff, zuisho), of their rebirth into paradise. Why

did these two individuals deserve these highly poeticized encomia, and what did they have in
common during their lifetimes aside from being members of the Oe clan? According to
Masafusa, both Sadamoto and Takachika died with their personal integrity intact, the first as an
academician-turned-Buddhist monk, and the latter as a scholar. On their deathbeds, they also
recalled their deeds as literati, Sadamoto in his kanshi and waka poems quoted above, and
Takachika by proudly declaring that “I have no regrets for having served as Acting
Commissioner of the Bureau of Ceremonial, Head of the State Academy, [the holder of the]

Senior Forth Rank Lower, and an imperial tutor for two generations,” (ZUEBHE KT « Ko7 UH -

31 Ibid., p. 249.
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B sz, Aok, B 7% L),32 while Tamemoto, despite having been a Professor of

Literature, “had nothing else to say” and simply breathed his last.

Masafusa’s respect for Sadamoto’s literary talent seems to outweigh his regard for
Sadamoto’s religious passion. Acknowledging that Sadamato was not a devout Buddhist until
the death of his wife, Masafusa introduces him as a talented academician: “he quickly
accomplished his household studies, and accordingly became a Chamberlain. [...] He was well

versed in Chinese literature, and his fine phrases are still recited by people today.” (5-< 3%
RIFC, METCYEERD, - XEIZEL., HAIZADLIZH D, 33) As discussed

earlier, Masafusa’s praise for Yoshishige no Yasutane, whose “fine phrases are still recited by
people today” was Masafusa’s rhetorical way of referring to a person’s talent in poetry.

Similarly, Takachika was a “brilliant jewel in the Way of Literature” CGEWIIRDIEIEZ D, 3

Ironically, Masafusa mentions Tamemoto’s long-coveted wish for rebirth in heaven, but praises
him for his literary accomplishments.
From these examples, we can surmise that the “secular” standard Masafusa employed in

his Ojoden referred to achievements in Confucian studies (“household studies” #13€) and the

Chinese Classics (“the Way of Literature”). In other words, if Masafusa praised his ancestors in
the Ojoden, it was because of their literary merits as the Kidendo-trained academicians and
poets. In this regard, the Ojoden can be described as Masafusa’s homage to the “household

studies” of the Oes, which he was safeguarding singlehandedly at the turn of the twelfth century.

32 Ibid., p. 249.
33 Ibid., p. 247.

34 Tbid., p. 249.
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So long as Masafusa used the public medium (or an established literary format) of ojoden to
exalt the lives of the hitherto unrecognized literary merit of his kinsmen Sadamoto and
Takachika, who died with unremarkable official ranks, we know that Masafusa’s primary
purpose in writing his Ojoden was not only the secular but highly private.

However, this does not mean that the Ojdden is completely devoid of religious content.
Rather, as mentioned above, the Ojoden is not only secular; it occasionally appears even
heretical from the Buddhist point of view. Masafusa’s Ojoden includes villains such as

Minamoto no Noritd (JFE(T), a “stingy and greedy” governor of Tajima (present-day northern
part Hydgo prefecture) whose “personal greed was his priority in life” (PEATEEIC LT, HllsE
72 IR, B % b THEE 72¥ D),35 and Minamoto no Yoriyoshi (J54H3%), a former governor
of Iyo (present-day Ehime prefecture) who “hailed from a family of many generations of
warriors” (R IEE T D F I T T), and “made his living by killing people during his entire
lifetime” (—4E R4 % b T3E & 721 D))36; and their eventual attainment of normal (or, at least

not specified as Lower or Inferior) rebirths in paradise. Indeed, it is puzzling why seemingly
devotional Oe no Tamemoto, the former Professor of Literature, is considered inferior to Noritd
and Yoriyoshi, in terms of the rebirth they sought. On what account does Masafusa justify the

rebirth of “villains in paradise” (. AfE4E, akunin 6j6), a controversial concept in Buddhism?

How does Masafusa justify a better afterlife for one man who exploited innocent people as a

governor, and for another who “beheaded and massacred innumerable people” (ADE % 5 LY

35 Ibid., p. 250.

36 Ibid.
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Dzt L2 &[] FFANRTRD 57,37 compared to the afterlife of an ordinary
scholar-official?

According to Masafusa, Yoriyoshi the assassin was reborn in paradise because he “deeply
regretted his crimes and sins, recited the Buddha’s name for many years, and finally took the
tonsure.” (£ < FEBEZ LT, ZHERXIAL. FITHTHEE D, )38 However, Noritd the
merciless governor, “read the forty-nine volumes of the Sukhavati Sutra every day” (H & (Z i1

FEREPY /18 % Hi ), but did not repent as dramatically as Yoriyoshi. According to Masafusa,

Noritd “importuned [rebirth in paradise by reciting the name of Buddha] only on his death bed,

yet he was welcomed into paradise.” (FFf&1IE&IC LT, M2 DMl #£F72 D, 39) Masafusa’s

comment is highly equivocal: “Rebirth in paradise does not necessarily depend on one’s deeds

during one’s lifetime; I must say that it depends more on meritorious deeds in one’s previous

lives.” (FHEIBTLOSGEDEDARIKS IEZ Lx, AERD LFHVOXRL, 19)

3. Masafusa’s Ancestors’ “Meritorious Deeds”

Masafusa seems to be emphasizing the “meritorious deeds” performed by his Oe
ancestors, for having established and passed down the great family tradition of Confucian
studies, and his own indebtedness to them. In this regard, Masafusa’s condescension toward his

great-uncle Tamemoto probably reflects his personal view that for a son of the Oe clan to yearn

37 Ibid.

38 Ibid.

39 Ibid.

40 Ibid.
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rebirth in Buddhist paradise but to show little pride in his scholarship was, morally speaking, as
great a transgression as a provincial governor’s exploitation of his people and a warrior’s
massacring of innocents.

Furthermore, in contrast to the concept of “household studies” (%¢%#), such as waka and

yiisoku kojitsu (“encyclopedic knowledge of ancient matters”), which emerged during the insei

period, the “household studies” (1%, sogyo) of the Oe is depicted as a declining tradition. In

b 13

this regard, it is curious that Masafusa thought Oe no Otondo’s “meritorious deeds” (shukuzen)
as not only the basis for the clan’s prosperity as a scholarly household, but also the ultimate
source of his success as a scholar-official. In the second volume of the Ruijiibon Recension of
the Godansho, Masafusa makes the following comment about Otondo:

I, Masafusa, was able to serve the sovereign and assume the post of

Counselor, because the founder of our family, Lord Otondo devoted

himself to serving the state, when he was still a Superintendant of Police.
For this reason, I was destined to serve the sovereign.

EpEi EIAEAE I BN 213, s A OBIRESE DRI 2% D
LI, EROELICHES BEZRE Lz LT, T EIfhs 5%
D 41
Beginning with Otondo, who Masafusa calls “a son of Prince Abo [792-842]" (P {&#1 1

DF-7% 1 ),*2 the Oe produced generations of fine Confucian scholars, such as Asatsuna

(886-957), Koretoki (888-963) and Masahira (952-1012).#3 Yet we can only speculate why

41 SNKBT 32, p. 43.
42 Inoue and Osone, p. 228.

43 For my discussion of their brief biographies, see Chapter Two. For my analysis of some of the waka
poems composed by Masahira, see Chapter One.
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Masafusa did not include the biographies of these individuals in his Ojoden. 1t is possible that by
comparing Otondo, who appears at the beginning of the book, with the three relatively recently
deceased members of the Oe family, Tamemoto, Sadamoto and Takachika, at the end of the book,
Masafusa may have been alluding to the change and the possible dissolution of the family
occupation of the Oe, that had been inaugurated by Otondo.

Even excluding Tamemoto, whose potential “transgression” is discussed above,
Sadamoto’s personal attainment of rebirth in paradise as the venerated Buddhist monk Jakusho
does not add much to the Oe’s prestige as a house of Confucian scholars. In fact, in Chapter
Two, I argued that Yoshishige no Yasutane was able to take the tonsure and abandon his career as
a scholar-official, mainly because he was a kike (self-made) scholar, and therefore, unburdened
with a family tradition. On the other hand, we saw that in his pyramid-shaped ballad,

“Rokankos” (Z 1T, “The Ballad of an Idle Old Man”) in the Honché monzui, Sugawara

Fumitoki (899-981) expressed the pride and agony in taking over the Sugawara family’s
occupation. Therefore, although Sadamoto is a contemporary of Masafusa’s great-grandfather
Masahira, we can surmise how eccentric it was for a scion of the Oe clan to become a Buddhist
monk and pursue his faith to the extent of traveling to China in the early eleventh century. (Of
course, one can also say that because Sadamato had studied the Chinese classics as a Japanese
Confucian, he would have had little difficulty conducting exegetical studies on Buddhist
scriptures, even in China.)

It is equally important to inquire why Masafusa praises his grandfather Takachika, but

does not even mention his father Narihira. Regarding Oe no Narihira CK7L), the following




228

anecdote in the Kandabon Recension of the Godansho (and also divided into two parts in Books

1 and 2 of the Ruijubon) is well known*4:

Masafusa said: “My father was a devout Buddhist. He recited prayers and
sutras everyday and never lapsed in his religious duties. But because my
father was like this doesn’t mean that I am also like him. My father’s
devotion and steadfast belief in Buddhism could not be compared to that of
other men. After all, I wonder if he was fortunate enough to have had
[sufficient] leisure time to act in that manner. Or perhaps he was simply a
staunch believer in the faith. He was always wearing a collarless monk’s
robe which resembled a suikan [a type of a robe], and carried in his hand a
rosary made of fifty beads joined together with a knotted string. Whether
it was a Day of Abstinence or not, he did not mind eating leeks, meat and
raw seafood. On such occasions, I remember him always saying, ‘May our
great sages and great teachers save us!’ Also, he was always spreading out
the books [transmitted in our family] for generations, repairing the
deteriorating and damaged parts, and affixing a seal to every one of them;
the way he treasured books was remarkable. Someone asked my father,
“Why do you do this?” Apparently he answered, ”’I am the Oe family
librarian.”

M, CTHEHEOEH, 8 HGMERE, BN, HERE A
o BB L BRI FIRME, 54 AHBIK, SCEENEES. W
A X, KT AIERR L =, fElt =T H Y 72X
BORT 757, AmfeEARGE, MERHEE, DUCBIERG~ F =,
RO, BOCH PRIV SCE, B IH, SRR 2 kK,
M, ATESAI SV B R VoS 8RBTSR SCH M - fdin
TIVER,

44 cf. Komine, p. 375. Similar passage appears in the Godansho, Ruijubon Recension, vol. 2:17.
Kawaguchi Hisao’s biography of Masafusa calls Narihira a “great librarian” (9 #1727 4 77 U 7

~), and refers to this Godansho passage (Ruijiibon 2:17), but does not provide a proper citation.

(Kawaguchi, pp. 6-7.)

45 Kotenhozonkai, pp. 9-10.
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Assuming the authenticity of the Kanda Recension of the Godansho (for the discussion of
this, see Chapter 6), this passage is replete with Masafusa’s ambivalent feelings about his father
Narihira and Buddhism vis-a-vis the Oe’s household studies. Calling his father a “staunch
believer” in Buddhism, Masafusa implies that Narihira dedicated himself to “reciting prayers and
sutras everyday” in lieu of practicing the Way of Literature such as tutoring the Chinese Classics
and drafting documents (“I wonder if he was fortunate enough to have had [sufficient] leisure
time to act like that.””) According to the Sonpi bunmyaku, Narihira served as the Head of the

Academy, and Governor of Shinano (f§J%, present-day Nagano prefecture). Nevertheless,

without paying attention to his father’s public roles, Masafusa, then discusses Narihira’s
somewhat nonchalant attitude towards Buddhist dietary restrictions, and his emotional

dependency on the “great sages” (5GE2) and “great teachers” (5GHll) of the Oe clan. However,

instead of censuring Narihira for not living up to the academic standards set by his ancestors,

Masafusa reiterates that Narihira was “the Oe family librarian” (JL.Z¢ / (H), and taciturnly

(and somewhat poignantly) expresses his indebtedness to his father. With such mixed feelings
about his father, Masafusa probably thought that the Ojoden was not a place where he belonged.
Despite his devotion to Buddhism, it is likely that Narihira did not attain rebirth in paradise at all;
or, even if he had attained an inferior kind of rebirth, like Tamemoto, it is not hard to imagine
that Masafusa was unwilling to present his father in a negative light.

In either case, these details reveal that Masafusa’s inclusion of the four members of the
Oe family in the Ojoden does not simply mean that Masafusa glorified them or their family
tradition by recording their lives in a quasi-religious book. Rather, through recounting the lives

of some of his most influential (Otonto), eccentric (Sadamoto), hypocritical (Tadamoto) and
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exemplary (Takachika) ancestors, Masafusa expressed his doubts about the future of the family
occupation. In this regard, it is interesting that Inoue Mitsusada discuses that the Ojoden was

written during the Kowa era (B, 1099-1104), probably while Masafusa was in Dazaifu, or

shortly after his return to Kyoto from there.*® Moreover, because Masafusa’s favorite son

Takakane ([£3), a promising scholar-official, had died of illness in 1102 (Kowa 4), Inoue
argues that it is probable that Masafusa’s statement, “Recently, I am haunted by a thought” (/&
% & 2 AH DY) in the preface to the Ojoden, refers to Takakane’s death. If we accept this

view, while purporting to be a sequel to Yasutane’s Nihon 9jo gokurakuki both in terms of form
and content,* Masafusa’s Ojoden served as a vehicle for him tonot only record but express his

preoccupation with the fate of his clan’s survival as a scholarly house.

4. Masafusa’s Glorification of Emperor GoSanjo in his Zoku honché ojoden

How does Masafusa’s trepidation about the future of the Oe family’s household studies
relate to his encomia for the two emperors, Ichijo and GoSanjo? The Ojoden opens with

following passage about Ichijo:

46 Inoue and Osone, p. 728.
47 Tbid., p. 223.
48 Masafusa writes in the preface to the Ojoden:

Therefore, I made inquiries with various grass cutters and woodcutters, and
visited both the interior and exterior of the imperial court. Also, I tried to select
[individuals] who were omitted from the previous record, and I added things that
took place subsequently. In so doing, I finished [the book] during the Kowa era.

WU EZ IO 23T, EA2HIIHIDOILDBEIRT 2 & ZA%HD .
I Z DHOHEEEE T, FRICTEA, (Ibid.)
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Emperor Ichijo is the son of Retired Emperor Enyti. His mother is
Higashi-sanjoin. He ascended to the throne at the age of seven, and
throughout his twenty-five-year reign, his wisdom was remarkable, and he
excelled in the execution of a myriad of tasks. His talent for learning the
Chinese Classics and the beauty of his composition were superior. And he
was outstanding in the field of music, both instrumental and vocal. He
composed many fine phrases, and they are still recited by people today.

—HFREIMHRBBED T 0, BHIR=58BE, Lsic LThzIicll & 72
FO, Felo7c x5 EHHEDOH, BEHWICLT, NS HHE
ICRNIZEAD, FEED, FEANITRE, RITHGHR D, Sl
iz b, BB < BORADIZSHD, »

It is interesting to note that while Masafusa mentions that Ichijo “excelled in the

=9 (13

execution of a myriad of tasks,” his reference to Ichijo’s “wisdom” is limited to the cultural
sphere, such as Chinese literature, poetry and music, as opposed to his political skills.
Accordingly, Masafusa spends about one half of his account on Ichijo by listing the names of
eighty-six individuals who supported him, classifying them into the following nineteen types:

“Princes” (F1E), “Ministers” (_L:5¢), “Senior Nobles” (JUJHI), “Chamberlains” (%),
“Musicians” (15 5%), “Literati” (3{ 1), “Waka Poets” (Fl1#K), “Painters” (] L), “Dancers” (¥
N), “Sumd Wrestlers” (22Hg), “Palace Guards” (JT4T), “Yin-Yang Masters” (F=F%),
“Efficacious Monks” (5 ¥R D), “[Masters of] Esoteric Buddhism” (B &), “Preachers” (Rt
DHil), “[Masters of] Moral Teachings” (“7:fi), “[Masters of] Medicine” (X /7), “[Masters of]

Law” (B3%) and “Warriors” (#i2). Calling these people “the best of their kind in the

49 Ibid., 224.
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world” (B 21K N D—¥72 1)), Masafusa praises Ichijo for having “acquired [the assistance
of] his contemporaries” ((FfD N %572 %5 Z £). Admitting that the insertion of such a lengthy

list of people at the beginning of the Ojaden is “somewhat eccentric,” Komine Kazuaki describes
the list as a “group profile of those who supported the cultural [programs] of the imperial state,”
and an example of Masafusa’s “ambitious attempt to capture Ichijo’s reign as a whole.”
Accordingly, Komine concludes that Masafusa’s glorification of Ichijo’s era is fundamentally
cultural, and not political.

For the purpose of the present study, it should be noted that under the category of

“Scholars and Literati,” Masafusa first lists his great-grandfather Oe no Masahira (952-1012) and

another family member, Mochitoki (DA 5, 955-1010), followed by eight other academicians from

the Sugawara, Ki, Takashina, Minamoto, Fujiwara and Takaoka clans. If Ichijo’s reign was

“sagacious” (B2fX) for Masafusa, it was because members of the Oe clan were still recognized as

leading figures in the perpetuation of the Kidendd curriculum at the Academy, (as opposed to
other fields such as Buddhism), and competed with their rivals from other clans. In this regard,
Komine makes the reasonable claim that Masafusa “attempted to depict the rebirth in paradise of
the Ichijo’s entire reign.””" In short, even in the encomium for Emperor Ichijo, Masafusa
implicitly expresses his personal view that Ichijo’s reign was the heyday of the Oe clan as a
house of Confucian scholars.

Finally, we will examine Masafusa’s account of Emperor GoSanjo, which follows

50 ERAER O UL &2 H - 7B ) — S DEARICFEL T, Sk 2 EB L X5 LT 51
MR 1) 75 284 Komine, pp. 219-221.

51 =52 DL DDFEAEE D { A AL, bid, p. 220.
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immediately after a detailed description of Ichijo’s dying moments, narrated in a way that
emphasizes various ostentatious services conducted on behalf of Ichijo by prominent monks, as
opposed to the emperor preparing for his death by himself. In Masafusa’s biography of GoSanjo,
quoted in its entirety below, Masafusa’s references to GoSanjo’s political acumen, and his ability

to take full control of his own death at his last minutes is remarkable:

Emperor GoSanjo is the second son of Emperor GoSuzaku. His mother is
Her Cloistered Yomeimon. His accession to the throne took place at a
moment of thousand-fold felicities. The influence of his virtuous learning
over the country nearly rivaled the situation in the Jowa [834-48] and Engi
[901-923] eras. According to what I have learned from others, after the
reign of Emperor Reizei [r. 967-69, 950-1011], political matters were
overseen by chancellors and regents; during the two-year tenure of
Emperor Kazan, the country was for the most part peaceful; thereafter,
sovereignty again returned to the hands of the chancellor’s kin; and as a
result, imperial authority declined.

At the time, Emperor [GoSanj6] managed all the important affairs
of state [with his own initiative] for five years. Society rediscovered plain
living and simplicity; people practiced decorum and righteousness; and the
nation was saved from the pain of “falling into mud and burning charcoal”;
now, the populace benefits greatly from his gifts. The emperor’s talent in
learning and his knowledge of the Japanese and Chinese Classics are
indeed superior to [the standards set during] all ages past. Thus neither
elderly Confucian scholars nor veteran statesmen dared to contradict him;
his occasional demonstration of menacing authority, as bold as rumbling
thunder, never failed to be followed by blissful rain and dews. He
administered both civil and military affairs, and balanced a broadminded
approach with a more severe one. And thus the recent past was an era of
peace.

Emperor GoSanjo established the Enshii Temple, and inaugurated
“Two Rituals” [based on his lectures on the Lotus Sutra and the Sutra of
Golden Light, respectively] therein. He also paid a visit to the Hie Shrine,
and demonstrated his devotion in One Vehicle. After his abdication, he
took the tonsure. <Buddhist Name> In his final days, he concentrated his
mind and did not suffer; with little ceremony, he chanted the Buddha’s
name, and then passed away.
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The wife of the late governor of Bingo province™ Fujiwara no
Yasuie, lived in Seika Temple.” At the dawn of the Seventh Day of the
Fifth Month in 1073, she had the following dream: In the Western sky,
brocade-like clouds were trailing in a westward direction, and voices
accompanied by the sho were chanting continuously. In her dream, she
asked about the significance of this; people told her that this was the sign
of the retired emperor’s rebirth in paradise. She awoke to discover that on
that very morning, Emperor GoSanj6 had actually passed away.

In general, when people move on to the other world, regardless of
their high or low social standing, they often leave behind [in this world]
their own [rancorous] ghosts. In the case of Emperor GoSanjo, no such
evil omen has yet appeared. As one person envisioned in a dream,
GoSanjo’s untimely departure took place so that he could serve as a ruler
for other degenerate nations. However, this theory is mistaken. In fact, he
has assumed a new position as sovereign in paradise—that is all. Upon
learning of the demise of Emperor GoSanjo, the former chancellor of Uji
[Fujiwara no Yorimichi] bemoaned the loss saying, “Woe to our country!”

BEFERBIEIBEREDOE D10, BHIGWHMBEZ D, JLAD
M%@&f —FT o), Bho, tHhics 2 L, FRICHEN -
IEEZDEIZF U, MIEATH L, WRbio%, Beiiicd b, il
RKEDZ 7 EDOR], RTRZITREND Lwvunbh, 2Dk, M
MY T BEENT 2030 L, 222, REA 7 FEDR.
WO TR EAD, BIFERIIKD T, ANFLEZHD, H
BERICKIET, RSICZDEGZ2ZL 20M% 6 DA, AEOF
B, oSN 20, BELE L AED | BA TR
T BEOBEHLEZTREOVALYL, BTHBEORD H ., LSt
WZATIENT, BB AD . K PFoft, dd 2 ZIicinib, M
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52 In present-day Hiroshima prefecture.

53 According to the chronicle Sandai jitsuroku (=f\F%#x, 901), Seika Temple (lit. “Haze Nestling
Temple™) was build in the cite of the former Minister of the Left Minamoto no Toru’s (Jifif, 822-95)

residence.
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While the biography of Emperor Ichijo was merely a list of his servants, this passage on
GoSanjo consists of Masafusa’s recollection of the emperor’s actions. And while Masafusa
praises Emperor Ichijo for his cultural superiority, in the beginning of the passage above,
Masafussa explicitly criticizes the quality of leadership in the period of the Fujiwara regency,

which extended from the reign of Emperor Enyti (@K &, 959-91, . 969-84) through that of
Emperor GoReizei ({217 K &, 1025-68, . 1045-68), except for the “two-year tenure of
Emperor Kazan” ({EILIR &, 968-1008, 1. 984-986). Not only does Ichijo’s era fall within this

epoch, during when “political matters were overseen by chancellors and regents,” it was a pivotal
moment in the history of the Fujiwara regency; by marrying Michinaga’s daughter Shoshi (3 1-,
988-1074) who bore two future emperors, Ichijo paved the way for the three subsequent imperial
reigns in the eleventh century (Golchijo, GoSuzaku and GoReizei), administered by regents
Michinaga and his son Yorimichi. In Masafusa’s laconic phrase, this was a period when

“imperial authority declined” ((BFEN Tz 203 L L).

Masafusa then describes the emergence of Emperor GoSanjo, whose accession to the

54 Inoue and Osone, pp. 226-7.
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throne took place at “a moment of thousand-fold felicities.” Comparing “the influence of his

virtuous learning over the country” to that of Emperors Ninmyo ({-HH K &, 810-850, r. 833-850)
and Emperor Daigo (B2 K &, 885-930, 1. 897-930), Masafusa emphasizes the ways in which

GoSanjo himself “managed all the important affairs of state for five years” unlike Ichijo, who
was on the throne for twenty-five years under the auspice of his grandfather, Regent Michinaga.
Regarding his deep understanding of the Japanese and Chinese classics, Masafusa extols
GoSanj6 in a highly original and confessional manner (“neither elderly Confucian scholars nor
veteran statesmen dared to contradict him”), instead of resorting to the cliched expression,
“many fine phrases composed by him are still fondly recited by people today,” which he uses in
the biographies of Ichijo and several other individuals in the book. These details show that

Masafusa examined GoSanjd’s reign, “an era of peace” (AF-D1H), through a political and

analytical lens.

As to GoSanjo’s death, Masafusa reports that it was not as prolonged as Ichijo’s, because
GoSanjo remained in control of himself (“he concentrated his mind and did not suffer”), and thus
he did not have to depend on ostentatious rites and ceremonies. Finally, the description of
GoSanjo’s rebirth deserves some analysis because the language used in the description is
strikingly similar to Masafusa’s characterization of his grandfather’s rebirth.

In Takachika’s case, for example, Masafusa refers to the two “signs”: “brocade-like

clouds trailing in the Western sky” (fRZZPH 12 % ¥ ) and “endless voices accompanied by the
sho” (ZEMKHt 2. 37). Although here the narrator is a random witness, the wife of a provincial

governor, the combined images of “brocade-like clouds™ and “the sound of the s46 appear only
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in the biographies of Oe no Sadamoto, Takachika and Emperor GoSanjo. This may suggest
either Masafusa’s acknowledgment of GoSanjo as one of his fellow (or even superior) literati, or
his expression of intimacy with GoSanjo.

In the end, Masafusa introduces “one person’s dream” and presents his new interpretation
of it. Refuting the anonymous person’s idea that GoSanjo departed with lettle fanfare “so that he
could serve as a ruler for other degenerate nations” (which once again emphasizes the notion that
Japan before GoSanjo was degenerate), Masafusa claims that “GoSanjo’s departure means that

he has become a new ruler in paradise” (fid ICHZEDHT L 4272 D). In short, unlike his

biography of Ichijo, there is no ambiguity in Masafusa’s appraisal of GoSanj6. GoSanjd’s
biography includes no references to his dependency on his retainers, both during his tenure as
emperor and on his deathbed, or any other details that could potentially be interpreted negatively.
Certainly, Masafusa does not criticize or belittle Emperor Ichijo explicitly in the Ojoden.
However, as discussed above, Masafusa’s writings are often ambivalent and equivocal. As seen
in the biographies of his kinsmen Oe no Tamemoto and Sadamoto in the Ojéden, as well as in his
vignette of his father in the Godansho, Masafusa has a tendency to censure people by leaving the
essence of his criticism unspoken. The modern reader may find much of Masafusa’s writing
somewhat enigmatic, leaving the interpretation of a subject unresolved. Thus one reason why
the majority of Masafusa’s writings were soon sought after by posterity is that while they often
sound authoritative due to the terse and highly stylized Sino-Japanese language in which they are
written, they are always open to new interpretations. However, one remarkable aspect of
Masafusa’s biography of Emperor GoSanjo is that the clarity of Masafusa’s message does not

permit alternative interpretations, and Masafusa’s claims about the greatness and learnedness of
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GoSanjo were readily accepted by other insei texts, such as the Imakagami.

6. Masafusa and GoSanjo in the Imakagami

The chapter entitled “Appointments” (F]{4 L, Tsukasa meshi) in the Imakagami contains

numerous detailed accounts of Emperor GoSanjd’s personality and effective political
stewardship, epitomized by his introduction of a meritocracy similar to the Chinese examination
system, as the chapter title suggests. The following anecdote recounts how Masafusa began his
service at GoSanjo’s palace in 1067, setting out on a career that eventually culminated in his
appointment as Acting Counselor in 1094, and in his receiving Senior Second Rank in 1102, an

unusually high honor for a scholar-official:

The Emperor’s [GoSanjo] ability to master the Chinese Classics was even
superior to that of many celebrated scholars. When the emperor was still
crown prince, Counselor Masafusa held only an insignificant position [at
the court]. He was discontented with such treatment and said things like “I
am going to retire in the mountains and sever all my connections with
society.”

Having heard this, one Counselor [Fujiwara no] Tsuneto
admonished Masafusa, saying, “You are considered a man of rare qualities.
Therefore, [if you become a recluse,] it will be regrettable for society as
well as for yourself.” Thanks to [the counselor’s intervention], although
Uji Chancellor [Fujiwara no Yorimichi] did not understand [why such
special treatment for a minor officer was necessary|, Masafusa [was
permitted to] make a visit to the crown prince’s palace.

The prince was overjoyed [to meet Masafusa], and immediately
invited him to serve him in his residence. While [Masafusa was preparing
himself by] borrowing appropriate attire from other people, a wooden
identification tag [with his name inscribed on it] appeared [among those of
other attendants]. Before long, Masafusa became the prince’s companion
in the study of the Chinese classics.

When the prince ascended to the throne as emperor, Masafusa was
awarded the title of Chamberlain of the Fifth Rank, although he held no
specific post, and was thus called “Commissioner of Ceremonial cum
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Chamberlain.” Subsequently, when the post of Junior Deputy Officer [at
the Bureau of] Central Affairs became available, he assumed that position.

MEOFIZRPOTEASHELEELICLEISTHAD, HEICEIZ
LE LA, EEFHMHEEXZ MBI T2, 29 5 AT,
Moz A T, It R6 U RERLITNE, BEOFNE
EHLLAD, Thhixet Il b XEANLD, Lardo IR,
MDD HDLDIIEL AL ) LHOUL, FIRDOKBOKEL
ZTHEEL7ZD e, BEIZSDAED UL, 56 XA 2I3EH
OTC, PO TEELT, ADXZ0%EHEY T2, f{icdHoE1T
%, STRBXDHEDHKIZTHEGRED TS, MICOo»EHHIE0
DIZ, DI BB THMDBAIZZ D 72D iU, BADOKE K
RKEThtr, HELZICLEDBOT, PEODEICZE R D) 1T
5, ¥

Some of the details in the passage above appear to have been refashioned by the author of
the Imakagami. For example, since no other historical source mentions that Masafusa was ever
“discontented with” the trajectory of his career, the veracity of this particular turn of events

cannot be ascertained. Likewise, although Fujiwara no Tsunetd (&5 #5{T:, 1000-66) actually

held the position of Acting Counselor from 1048 to 1065, his influence over Masafusa’s career is
unknown. If Tsunetd’s advice was so crucial to Masafusa, he would certainly have included
Tsunetd among the eleven individuals whose moral support Masafusa himself acknowledged in

“Bonen no ki” (B2 5L, “A Record of My Twilight Years,” ca. 1099).%

Moreover, in the “Bonen no ki,” Masafusa proudly states that the Chancellor Fujiwara no

55 Ibid., p., 191. I consulted Royall Tyler’s appendix (“Offices and Titles”) in his The Tale of Genji (pp.
1159-1168) for translations of official titles.

56 For a detailed analysis of the “Bonen no ki,” see Chapter Four. For Masafusa, these people were
remarkable because either as patron, mentor or colleague, their belief in Masafusa’s talent helped to
promote him throughout his career. Eulogizing them retrospectively, Masafusa called them “the men who
knew how to judge literature,” and “those who understand the true Way of poetry.” (Ury and Borgen, p.
150.)
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Yorimichi “examined [Masafusa’s] face for portents and said [that he would] outpace the other
men of the nation [and was] certain to rise to high rank.””’ In the Imakagami, however, the
nuanced narrative gives the impression that the author lightly censured Yorimichi for not being
discerning enough to “appreciate” why Masafusa—the holder of an “insignificant” post—should
enjoy the privilege of an audience with the crown prince. Perhaps, in light of Masafusa’s own
testimony that Yorimichi was impressed by his thoughtfulness, this comment can be interpreted
by considering the possibility that Yorimichi himself became jealous of the crown prince, and
thus disapproved altogether of the idea of Masafusa assisting him. Indeed, the incongruity in the
treatment of Yorimichi as described in the Imakagami, on the one hand, and in the supposedly
less fictitious “Bonen no ki,” on the other, highlights some of the underlying narrative tendencies
in the Imakagami, which may appear highly subjective to the modern reader, accustomed to
finding greater objectivity in history books.™

What is remarkable in the Imakagami passage quoted above is that in the similar way
Masafusa wrote about his ancestors and Emperor GoSanjo, Masafusa himself is being talked

about in a highly positive manner as an exceptionally talented individual whose academic

57 Ibid., p. 148.

58 The chapter “Teacher of Buddhist Lore” (ffli% D Hilli, Minori noshi) of the Imakagami also includes a

statement that implies Yorhimichi’s irrational disapproval of GoSanjo as the future emperor: “When

GoSanjo was crown prince, he felt that his life was constantly threatened because there were many
obstacles to [his acceding to the throne].” (B=ICEIZ L £ LIJ 2K, HOANZTEHBIFLE LI

R, <AL %, Takehana, vol. 1, 236.) Without actually referring to Yorimichi, the Imakagami

narrator repeatedly depicts Emperor GoSanjo as having been unfairly taunted by his “enemies” during his
unprecedentedly long (twenty-four-year) period as crown prince, because neither his maternal grandfather
nor his uncles (945, gaiseki) were Fujiwara regents. (For example, see ibid., 236-40.) For Fujiwara

patriarchs like Yorimichi, the enthronement of a prince whose mother was not a Fujiwara daughter meant
the end of their influence in regency politics. In other words, the subtle condemnation of the regent
Yorimichi in the /makagami to some extent serves as a narrative device to exalt Emperor GoSanjo.
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acumen was recognized by the emperor himself. However, one difference between the treatment
of the narrative subjects in Masafusa’s Ojoden and the Imakagami is that while Masafusa left
considerable ambiguities in his narrative, especially regarding his ancestors and Emperor Ichijo,
the author of the /makagami presents both Masafusa and GoSanjd’s excellence in Chinese
studies as self-evident matter. As I discussed earlier, in the Ojoden, one exception to Masafusa’s
equivocal narrative was his exaltation of Emperor GoSanjo. For these examples, we can draw
the following two points: 1) the so called setsuwa (“anecdotal tales’) narratives are often based
on pre-established ideas and thoughts; 2) in the Ojoden, Masafusa’s panegyric for Emperor
GoSanjo is based on his conviction that GoSanjo was a great ruler and individual, but his
anecdotes about his ancestors and the two individuals who were reborn in paradise despite their
villainous acts in their previous lives retain the traces of Masafusa’s thought-processes that
cannot be presented in a clear-cut manner. As far as his family is concerned, Masafusa was
inevitably ambiguous because he wrote the Ojoden when the declining fate of his family was just
becoming evident to him, especially because of his son’s death.

To further examine the setsuwa discourse’s characteristics as narratives based on pre-
established thoughts and views, the Imakagami narrator’s preliminary assumption that GoSanjo
was a naturally learned and respectable man (“[GoSanjo’s] ability to master the Chinese Classics
was superior to that of many celebrated scholars™) needs to be examined. In the Imakagami,

which covers the reigns of thirteen emperors, from Golchijd through Emperor Takakura ({518 K
£, 1161-81, . 1168-80), stories are told by a fictive female raconteur—a centenarian with a

walking stick, who identifies herself as the granddaughter of the narrator of the book’s

predecessor Okagami (K#i, The Great Mirror, author unknown, early twelfth century). This
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female narrator, herself a lowly member of the aristocracy and a purported former attendant of
Murasaki Shikibu, the author of the Tale of Genji,” is aware that the society she lives in, which
witnessed numerous “shocking disturbances” (& & ¥ L Z #L41) such as the exile of Emperor

L/

Sutoku (52fEK L, 1119-64, r. 1123-41) and the Hogen and Heiji Wars (1156, 1159), is clearly
showing all the signs of a “degenerate age” KD 1H).* Despite such overwhelmingly
pessimistic undertones, the narrative of the /makagami is often serene and ebullient, limiting the
topics to the aristocratic author’s praise for particular emperors’ religious practices, poetic skills
and refined taste in the arts, while saying little about social issues such as political reforms.

One exception, however, is Emperor GoSanjo, whose reign is repeatedly glorified with
panegyric statements such as “the emperor’s reign was not inferior to the sagacious eras of the
past” (I ZHOH I EHHSHE, B L 2 SHMICHINEITEIZL £ L %), and “the manner
in which the emperor administered the numerous affairs of state was not inferior to [the emperors

of] the past, and his reign was as undisturbed as a unwavering single tree branch on a mountain
inastorm.” (£ A 0DH, FIZHHETITIEEHOT, ILDOEED % & S Bafliflhin
1X).® The following description in the chapter “A New Imperial Palace” (KN4 72 D | Dairi
watari) of the Imakagami shows that by the time of Emperor GoShirakawa (£ [F77] K &,

1127-92, r. 1155-58), GoSanjd’s reign was already considered an exemplary model (ll, tameshi):

59 Ibid., p. 31.
60 Ibid., pp. 471, 494 and 514.
61 Ibid., p. 188.

62 Tbid., p. 220.
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Emperor [GoShirakawa’s] reign was in no way inferior to [those of the
emperors of] the past. Emulating the Emperor GoSanjo, he managed
worldly matters by making numerous wise appointments in the Bureau of
Records, such as Commander of the Left Fujiwara no Kinnori, who
administers the office; three Controllers; and numerous other staff.

HZiho IHiGsF,. HICIB I et & T, B=REREofic
T, DARILERMNAE., AN, FALZEVLSDDH F L EDPINLAF
DT, tHothz L7720 38iHs5, @

The narrator of the /makagami does not mention that GoShirakawa was initially regarded

as a temporary successor to the autocratic Retired Emperor Toba (J5J°K &, 1103-56, 1.
1107-23), because his mother was not Toba’s favorite wife, the Cloistered Bifukumon (&
BE, 1117-60); nor the fact that during GoShirakawa’s initial tenure as an emperor, during which

time the Bureau of Records was established (1157), the court was in the hands of the scholar-

official, Shinzei ({5 P, formerly Fujiwara no Michinori BB, 7-1159)-GoShirakawa’s

confidant (AT ), who like Masafusa hailed from an academic family.

Conclusion
In this chapter, I first briefly introduced Masafusa’s diaries and their reception throughout

the insei period. By raising the question of how the Oe family’s “clan occupation” (fH3€)
differed from the newly emerging “household studies” (%X“#), which were normally limited to

Japanese topics such as waka and yiisoku kojitsu, I hypothesized that Masafusa’s diaries were
widely disseminated among courtiers in twelfth-century Japan because the household studies in

the second sense had yet to become materialized, while the Confucian learning practiced by the

63 Ibid., p. 467.
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Oe clan was no longer sustainable after Masafusa.

In the second half of this chapter, I sought Masafusa’s own references to his family’s
declining status as a purveyor of the Kidendd tradition in his Zoku honcho ojoden. 1 first
analyzed the biographies of four members of the Oe clan-Otondo, Tamemoto, Sadamoto and
Tamechika, and discuss the “secular” standards Masafusa adopted in recounting the lives of the
forty-two individuals who purported to have achieved rebirth in Pure Land. Ultimately
describing the Ojoden as Masafusa’s homage to the dying tradition of the household studies of
the Oe clan, I examined some of the seemingly contradicting comments about his ancestors and
lacunae in the narrative, such as his non-mentioning of his father Narihira in the Ojoden. 1 also
compared Masafusa’s Ojoden biographies of emperors Ichijo and GoSanjo, and further explored
the characteristics of Masafusa’s writings—his often ambiguous and ironical treatment of subject
matter. By pointing out the absence of Masafusa’s characteristic sarcasm in his biography of
GoSanjo, I discern a rare instance wherein Masafusa’s “true voice” is heard.

Finally, by comparing Masafusa’s biography of Emperor GoSanjo to the reception of the
Masafusa-GoSanjo legacy in the Imakagami (ca. 1170), I documented how the once “true
opinion” of Masafusa became a pre-established notion that inspired and sustained the setsuwa
mode of narrative in the Imakagami, whose author prefers not to discuss increasingly distressing

sociopolitical realities of his time.
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Chapter Six

Oe no Masafusa’s Espousal of the Way of the Arts in the Godansho

Introduction

In the previous chapter, I examined Masafusa’s canonization of his ancestors and his
imperial patron, Emperor GoSanjo, in his Buddhist biography, Zoku honché djoden (ca.
1099-1104). Through a close reading of some of the biographies, I concluded that Masafusa
wrote about his ancestors in a manner slightly different from the way he depicted Emperor
GoSanj6. In other words, I argued that while Masafusa was rather equivocal about his ancestors,
expressing his judgment about how some of his family members, including his father, ceased to
practice the ideal of the Kidendd scholarship, he was indisputably clear about Emperor
GoSanjo’s uniqueness as a ruler because of his scholarship and political acumen. I concluded the
chapter by examining how Masafusa’s appraisal of Emperor GoSanjo was incorporated into
setsuwa narratives of the insei period, such as the Imakagami (ca. 1174-75), while Masafusa’s
personal evaluation of GoSanjo became part of the shared knowledge of the past.

This chapter further explores the way in which texts attributed to Masafusa influenced the
evolution and dissemination of the setsuwa mode of narrative, characterized by a relatively
straightforward depiction of the subject matter. For Masafusa’s own setsuwa tales, I turn to the

collection of his spoken discourse, Godansho (ILi%1%, Notes on Dialogues with Oe no

Masafusa, ca. 1107-11), presumably the most famous and best studied text among Masafusa’s
oeuvre. Probably due to its popularity ever since its creation in the early twelfth century, the

Godansho has been disseminated in many variants and recensions. The first half of this chapter
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will focus on the textual production and reception of the Godansho variants. In a sense, this is
my attempt to bridge the gap between bibliographical and interpretative studies of one of the
most influential insei texts.

The second half of the chapter will discuss Masafusa’s appraisal of Emperors Daigo and
Murakami in the Godansho, based on my reading of the Kanda Recension (1114-15), presumably
the oldest extant copy of the book identified as a collection of Masafusa’s spoken discourse. |
examine how Masafusa developed a theory of the Way of Arts (suki no michi) by means of a
series of vivid depictions of passions of the emperors for the composition of Chinese poetry. I
also examine the longest and most intriguing anecdote in the Kanda Recension, the tale of
Emperor Daigo’s grandson Hiromasa’s passion for the music of the biwa, and his quasi-romantic

quest to become a disciple of a reclusive hiwa master.

1. Textual Studies of the Godansho

Among the many writings attributed to Oe no Masafusa, the most widely read today is

the Godansho (ILiR1Y, Notes on Dialogues with Oe no Masafusa, ca. 1107-11).! Compared to

Masafusa’s other major works such as his collection of Buddhist vows, Go totoku nagon

gammon shii, the Godansho is a relatively “stable” text, with several medieval and early-modern
manuscripts surviving in relatively good condition. These manuscripts are all unique; produced
over the course of four centuries, they differ significantly in terms of content and format, clearly

demonstrating the ways in which the Godansho was received and transmitted by posterity.

VLSRR _EBRIZ11074E, TRRIZ14E, BIRSEMICH D LA D T ENTE S,
(Kawaguchi and Nara, p. 1530.)
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The most commonly disseminated text is the Ruijiibon (BHEEAR, “Topically

Categorized Type”’) recension, which consists of a total of 445 anecdotes. While Kawaguchi
Hisao and Nara Shoichi’s 1984 annotated edition of the Godansho, Godan shochii is based on a
late-Edo, three-volume woodblock print version of the text,> Goto Akio’s 1997 annotation of the
Godansho in the Shin nihon koten bungaku taikei series is based on a Ruijibon manuscript,
copied in 1735 directly from Sanjonishi Kineda’s (Z= 454245, 1487-1563) hand-copy, which
has not survived.® Several other modern editions of the Ruijiibon are available in print today.*
The relative importance of the Ruijiibon, despite the lack of a reliable early manuscript, is due to
its broad coverage of topics. In fact, some 170 anecdotes in the Ruijiibon do not appear in other
recensions.

As its name suggests, the Ruijiibon classifies anecdotes into the following six categories:

1) Courtly Matters (22 9%), The Regent’s Household Matters (#2428 9%) and Buddhist and
Divine Matters ({Af15%), 2) Miscellaneous Matters (M=), 3) Miscellaneous Matters 11 (=),
4) [information is missing in the manuscript but the title is likely “Poetic Matters” i 55°], 5)
Poetic Matters (75, and 6) Long Verses (R fiJ ). Kuroda Akira (FtH{#) argues that the

majority of the addendum in the Ruijiibon appear in Books 4 and 6, and that they most likely

were drawn from the Roei gochii (FFKILIE, Masafusa’s Commentary to the Wakan roeishii), a

2 This edition contains 444 anecdotes. (Ibid., p. 1508.)

3 This Edo-period manuscript is now in the collection of National Institute of Japanese Literature (|E|
WH7E & BHE) in Tokyo.

4 For example, Gogansho kenkyiikai, ed. Ruijitbonkei godansho chiikai.

5 Kawaguchi and Nara, p. 1495.



248

set of interlinear notes in old manuscripts of the Wakan roeishii, attributed to Masafusa.®

The Ruijiibon also contains several spoken remarks not attributed to Masafusa,’ as well as
a comment which postdates Masafusa’s death in 1111.* These minor textual discrepancies
suggest that from its inception, the Ruijibon recension had a life of its own apart from Masafusa
or even Sanekane, Masafusa’s interlocutor and the purported original redactor of his speeches.
In other words, the actual process of the formation of the Ruijiibon remains shrouded in mystery,
but its comprehensiveness and organized structure attest to late-medieval and early-modern
readers’ continual appropriation of the Godansho as a source book of imperial lore, or as a

resource tool for “encyclopedic knowledge of ancient matters” (I EE, yisoku kojitsu).

In fact, the oldest extant catalog of Japanese books in Japan, the Honcho shojaku

mokuroku (ARENEFEH 8%, Catalog of Japanese Books, editor unknown, late 13th or mid 15th

century?)’ includes two variants of the Godansho in the section entitled “Miscellaneous

Commentaries” (#9). Both are entitled Godan (TLi%, The Oe Conversations), and the catalog

6 However, Gotd Akio points out in his “kaidai” of the SNKBT edition of the Godansho that about half of
the contents in Books 4 and 6 originate in the Roei gochii, indicating that the Roei gochii was merely “one
of the many sources” used by the anonymous compiler of the Ruiju-bon. (SNKBT 32, p. 598.) See
Kuroda, Akira, pp. 1-27. For studies of Roei gochii, see also Sato (2005a).

7 For example, see 4-125, 5-23, 6-42, 6-69 in SNKBT 32.

8 See 3-3 “Abe no Nakamaro Composes a Waka Poem” (ZEF P& R % 5Kk €0 58), which includes a

passage ending with the line, “In the Third Month of Eikyt 4 (1116), someone asked Morotd these
questions.” GKAVUE=H, & 5 AfiliiZicfI~0, ) bid., p. 71.)

9 According to the Gunsho kaidai, the Honcho shojaku mokuroku has been attributed to the following
three individuals: Shigenoi Sanefuyu (¥ H-59%4¢, 1242-1303), Kiyohara Naritada (75 53¢ &,
1409-1467) and Reizei Tamefuji (43 R 45, 1425-97). As no consensus has been reached among
scholars, neither the editor nor the compilation date of the catalog is established. (Gunsho kaidai, vol. 19,
pp- 130-31.) In a recent study on bibliographical culture in Medieval Japan, Ogawa Takeo writes that “it

is not clear who compiled this catalog and when,” but “it is said to have been compiled by the late
Kamakura period [the late 12th through the early 13th centuries].” (Ogawa, p. 56.)
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indicates that one consisted of “six volumes” (7N%%), and the other of “three volumes” (=%&).

Uncertainties surrounding the production of this catalog advise against any hasty conclusions,
but if we regard the aforementioned six-volume version of the Goédan as a prototype for the six-
volume Ruijiibon, it can be surmised that the Ruijiibon (or a version of the Godansho equivalent
to its length and contents) existed as early as the late-thirteenth or as late as the mid-fifteenth
century. In either case, these dates do not contradict the fact that by the time of the Muromachi
aristocratic scholar-poet Sanjonishi Kineda, the Ruijiibon was circulating among the cultural
elite.

In the overall structure of the Honcho shojaku mokuroku, which consists of a total of
twenty categories beginning with “Divine Matters” (f19%), “Imperial Chronicles” (77#C) and
“Courtly Matters” (2258), both copies of the Godan appear in the penultimate section entitled
“Miscellaneous Commentaries” (#£9). However, as discussed above, the Ruijiibon itself
contains both identical and similar categories (i.e. “Courtly Matters,” “Buddhist and Divine
Matters”) in its opening volume. This indicates that the reorganization of Masafusa’s spoken
discourse was carried out by an individual or a group of people heavily influenced by imperial
and aristocratic traditions from the past centuries.

Other pre-Edo manuscripts of the Godansho are called by modern scholars the Kohonkei
(H A%, “Old Manuscript Type”). The following three kohon manuscripts survive in part today:

the Kanda Recension (ffiFHAS, 1114-15, 50 anecdotes), the Suigenshd Recension (7K 5 9, 1198,

256 anecdotes), and the Maeda Recension (HiiFH A%, 1245, 87 anecdotes).”” The Kanda

10 For brief summaries of the bibliographical information of these manuscripts, see Kawaguchi and Nara,
pp- 1503-8, and Gotd, p. 597. Kawaguchi counts 258 episodes in the Suigensho.
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Recension is named after the Japanese philologist Kanda Kiichird (ffiHH&—EF, 1897-1984),
whose grandfather acquired the manuscript. Hashimoto Shinkichi (fGANE T, 1882-1945), the

editor of the 1930 facsimile reproduction of the Kanda Recension, asserts that the provenance of

this manuscript was the Kdzanji Temple ({&i1115F), because of the vermillion seal of the monastic

library that appears on the first page. He also argues that the format of this manuscripts more or

less coincides with the description in the Catalogue of Buddhist Books at Kozanji (155 LLISFESHL
H#x, 25 /11 /\ ), which indicates that the monastic library at one point contained “Two books
of the Godansho” (JL#k#P —.%&)."" Defining the evolution of this manuscript in the following

manner, “someone acquired Sanekane’s unprocessed drafts, and copied them one by one as they
came into his possession during the years 1114 and 1115,”"* Hashimoto concludes that unlike the

“Popular Recension” (Jiiffi A%, aka. Ruijiibon), which “no longer resembled the original” (Ji3
DI H % K~ 2% b D), the Kanda Recension is one manuscript which indeed “resembles the
original” (J5iZ5 123 & b D) of the Godanshé.

The Suigensho (7K S ) Recension, rendered by the left-side radicals that make up the
Chinese characters 1. (the “water” radical) and #% (the “word” radical) of the Godansho (TLi%
), originated in the Daigo Temple (F&fifl<F), and was designated as a Japanese National
Treasure (IE|5E) in 1922. According to Kawaguchi Hisao, the colophon indicates that it was

passed on to Priest Joken (Ji'Ef) in 1198 from his uncle Priest Shoken (5Ef, 1138-96), the

11 Koten hozonkai, ed. p. 33.

12 A D FEHDIEGRE 2 KEHOERZ, 82 1B THERICKAZZFICh ) TER L
250D EMHTXE)DLEMILS. Ibid, pp. 33-34.
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grandson of the purported original redactor Sanekane, and thus it has a “very proper

provenance.”!® Marian Ury explains her preference for the Suigenshd over the longer Ruijiibon

edition as follows:

In making the translation that follows, I have chosen the Suigensho text
[...] not because the former is earlier—although there is some reason for
suspecting that the first ten items [which Ury translated into English]
follow the order of the lost original—or in some way more authentic, but
because as it moves from topic to topic it gives the impression that there
are real people speaking.'

Kawaguchi points out that while the Kanda Recension appears to preserve the natural
flow of Masafusa and Sanekane’s dialogues, the Suigenshd already displays a tendency toward
topical organization.”” Nevertheless, echoing Ury, Goto Akio says that unlike the Kohon
recensions in general, the Ruijiibon often obliterates “the locale of dialogues™ and abruptly cuts
“the links between conversations” in favor of topical associations.'® The other Kohon
manuscript, the Maeda Recension, is similar to the Suigensho, but it does not contain most of the

passages pertaining to poetry, and consists mainly of aristocratic and courtly lore."” We can thus

13{5KDIEL % KO 7%\, Kawaguchi and Nara, p. 1506.

14 Ury (1993), p. 365.
15 Kawaguchi and Nara, p. 1533.

16 Goto, Ikegami and Yamane, p. 599. For instance, a Godansho passage on Masafusa’s father, Narihira,
which I discussed in Chapter Five, provides a good example. The Ruijiibon divides what appears in the
Kandabon into two parts, placing them in Books 1 and 2, respectively; whereas the newly contextualized
passage in Book 2 is supplemented with similar, yet different details that do not appear in the Kanda
Recension.

17 Ibid., p. 596.
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conclude that by the mid-thirteenth century, the book-title Godansho or Godan was given to a
body of texts that was loosely compiled from the existing primary source identified as
Masafusa’s spoken discourse, in accordance with the particular interests and needs of the reader/
copier. In other words, within a century and a few decades since its first appearance, the
Godansho or its earlier editions became so widely disseminated that people at the time were able
to customize their own versions of it, depending on their personal interests and the needs of its
redactors and their audience.

In the present study, most of the excerpts from the Godansho are taken from the Kanda
Recension. This is not to support Hashimoto Shinkichi’s claim that the relatively early dates on
the manuscripts (1114-15) indicate that the Kanda Recension must resemble the urtext of the
Godansho (if ever it existed). But rather, it is intriguing that the Kanda Recension is the only
extant copy of the Godansho from the early twelfth century. Even the more valorized Suigensho
Recension (with the designation of National Treasure; see Ury’s comment quoted above) only
dates from 1198. Although nothing can be ascertained about the production of the Kanda
Recension, the fact that it is roughly contemporary with Minamoto no Toshiyori’s Toshiyori
zuino (Toshiyoris Principles of Waka, ca. 1111-15)"® is also a point of consideration. By
gathering some of the most memorable anecdotes from the Kanda Recension, I attempt to shed
light on some of the oldest tales, those that have been identified and circulated as transcriptions

of Masafusa’s conversations.

2. Early Receptions of the Godansho

18. See Chapter Seven for my discussion of the Toshiyori zuino.
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As in the case of Masafusa’s diary, Goki, the popularity of the Godansho among
aristocratic literary scholars and critics in twelfth-through-fifteenth-century Japan is also attested
by numerous references to it in various medieval commentaries and treatises. For example, the
following books are known to contain quotations from the Godansho, or Godan": Priest

Kenshd’s (8HIH, ca. 1131-ca. 1209) commentary to the Kokinshii, Kokinshii chii (%% 55E,
Commentary to the Kokinshi, 1185)%; biographies of Prince Shotoku (B2 K1, 574-622) such
as Shotoku taishiden kokon mokuroku sho (BBHERF{5h 4 HE%P, Priest Kenshin PHE ed.,
mid-Kamakura), and Taishiden gyokurin shé (R¥-{5 EM$D); commentaries to the Genji
monogatari (JREYIRE, Tale of Genji, Murasaki Shikibu, early 11th century), such as the
Kakaisho (FHEFY, 20 vols., Yotsuji Yoshinari VU3E355K, 1367), and Kacho yosei ({LESAR1E, 30
vols., Ichijd Kanera —5&#f ]2, 1472). Varied in their subject matter, these commentaries

similarly refer to the Godansho as a general reference on courtly matter and anecdotal portraits
of historical figures, such as the emperors and poets of the past.
One of the earliest and most important textual references to the Godansho appears in the

Imakagami %5 8% (The Mirror of the Present, ca. 1174-75). This passage is worth analyzing in

detail because in modern Japanese textual studies, it has long been considered the sole external

evidence for Fujiwara Sanekane’s (/i 923, 1085-1112) involvement in the production of the

Godansho as its original redactor.”’ Before analyzing the Imakagami passage, however, a

19 For a comprehensive list of these itsubun (%X, “fragmentary passages”), see Kawaguchi and Nara,
pp. 1399-1442.

20 Commissioned by Shukaku Hosshinnd. Text is available in KT bekkan 4.

21 Recently, Iso Mizue offered the alternative view that Fujiwara no Sanekane is not the single compiler
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number of issues concerning the production of the Godansho needs to be examined.

3. Circumstances Behind the Production of the Godansho

In fact, some of the most revealing details about the making of the Godansho appear in
the text itself. In the Kanda Recension, for example, the following passage appears after the

inscription, “This [was transcribed] in the Forth Month of Eikyti 3 (1115)” (ZK A =44 H &
:Z). This memorandum indicates that the anonymous scribe of the Kanda Recension took a few

months break after having finished transcribing the previous section and resumed another round

of transcription with this passage?2:

Masafusa said to me: “After all, thinking about the nature of things, be it
ranks and posts, or happiness and [high] salaries, I have achieved all of
these things through [my] virtue in the Way of Literature. Furthermore, I
believe that [my] reputation for the study of Chinese literature and skill [in
composition] is superior to that of most of people from the recent past. I
acknowledge that this may sound like self-adulation, but what I say is not
groundless. As for my life-span, attaining the age of seventy years is quite
rare nowadays. I am not one of those short-lived types. Yan Hui was a
great sage, but he only lived to thirty. Therefore, in terms of worldly
achievements, I have nothing to complain about. My only regrets are that [
never attained the post of the Chief of Chamberlains, and also that my
children are mediocre and lacking in prospects. If only I had a son like

of the body of the texts known as the Godansho, nor the sole conversation partner of Masafusa. She
acknowledges, however, that the currently available manuscripts of the Godansho do not allow her to
identify other figures, who might have taken part in the production of the Godanshé. (Iso, pp. 219-36.)

22 In the Kanda Recension, this conversation and two others, directly following this conversation, are
flanked by this inscription and another which indicates that “Thirteenth of the Eighth Month of Eikya 3
(1115); Upon obtaining the text, this was transcribed. (KA =4/\H+=HMFAEE Z, ) The

interlinear notes suggest that the Kanda Recension was made up from fragments of an earlier version of
the Godansho or what would eventually become the Godansho, which “came into the hand [of its
anonymous scribe/compiler] during the years 1114 and 1115 as the modern textual scholar Hashimoto
Shinkichi argues. (Koten hozonkai, ed., pp. 33-34.)
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you, I would have had nothing to worry about. Various documents
belonging to our family, secret teachings in the art [of Literature, lit.
“Way”’]-all of these things are about to vanish [lit. “be destroyed by fire”].
In particular, secret teachings about the Book of History and the Confucian
classics are about to disappear forever. There is no one to whom I can
entrust and transmit this wisdom. For this reason, I would most willingly
share some of these things with you. How would you like that?”

I replied: “This would give me more joy than I have experienced in my
entire lifetime!”

Masafusa said to me: “In the Shiji, only three volumes contain corrupt
texts. (The biographies in Volumes One, Four and Five of the Main
Biographies section.) In the Hou Han shu, corrupt texts appear in the
Discussion of Twenty-Eight Generals. (For both books, I have written
more details on a separate sheet of paper.)

Masafusa said to me: “Do you well understand Fumitoki’s ‘The Ballad of
an Idle Old Man?’”

I replied: “I do not understand it very well yet. But, according to what my
late father told me, I know something about the way Chinese characters are
allocated [in the poem]. Starting from the single characters of ‘Daytime’
and ‘Evening,’ the number of characters eventually adds up to twelve [per
line], or something like that.”

Masafusa said: “That is correct. [The poem] spreads like an unfolding fan.
[In fact,] Fumitoki completed this ballad, after having worked on it
carefully without a moment’s rest for three years. When the draft was
complete, Fumitoki first sent it to Minamoto Shitagd and showed it to him.
Shitagd perused it and composed a reciprocal [poem in a similar format]
overnight, and had it delivered to Fumitoki. Fumitoki grieved intensely,
and said that Shitagd was a thoughtless person. People at the time also
criticized Shitagd and sympathized with Fumitoki’s point of view. It was
not because Shitagd’s composition was ordinary; it was because he had
shown no consideration for others. They both found this incident
regrettable.

Wik, "HERVIE. ZERTMHER. B SGEZ AT
JERER, DLy B E, SRt il 2 ARG,
MELLHEE, SORMEE, RFEad. kb hannflzi
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This conversation between Masafusa and an anonymous first-person narrator also appears
in Book 5 of the Ruijiibon Recension of the Godansho, with a new subtitle “Governor-General’s

Self-Praise” (A& H#& D). The Ruijiibon, however, makes a few minor modifications in the
text, improving what appear to be scriptural errors in the Kanda Recension,?4 but the overall

conversation remains identical. This anecdote is not included in either the Suigensho or the

23 Koten hozonkai, pp. 19-21.

24 For example, the Ruijiibon gives 284 (#L into 4.2 X ¥, as well as il into filii. In both cases,

the characters used in the Kanda Recension make little sense.
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Maeda Recension. While reminiscing on his earlier self-glorification in the “Bonen no ki,” this
passage also depicts Masafusa as a verbose and somewhat arrogant person. While he
acknowledges that his “self-adulation” may be offensive to the listener, he is unabashed in
claiming that his personal attainments were not “groundless,” because they were the result of his
own “virtue in the Way of Literature” (OCHE Z fif).

However, as the conversation unfolds, it becomes evident that the focus of the discussion
is not Masafusa or his exceptional academic talent, but rather what he calls the “Way of
Literature,” and how it should be preserved and transmitted. Specifically, this conversation
makes it clear that Masafusa actually believed that such a body of knowledge should be passed
down from one generation to the next. Moreover, because of the untimely death of his favorite

son Takakane (F£3#) in 1102, and the “mediocrity” of his other offspring,?> Masafusa was

willing to impart a portion of his family’s most vital tradition to an anonymous individual who
was apparently not a member of the Oe clan.

This type of master-disciple relationship, usually nourished by the confluence of two
individuals’ curiosity, passion and commitment to a particular activity, instead of a blood
relationship, would become a model for elite education throughout medieval Japan, particularly
in the field of artistic pursuits (often called michi or the “Way”) such as poetry and music. As
Masafusa suggests by expressing his greatest concern about the future of “[v]arious documents

belonging to [his] family” (K 4 3(3Z), this kind of master-disciple relationship was often

founded upon the transmission of highly valued texts, access to which was limited to those who

25 For brief biographies of Masafusa’s children, see Yamazaki (2010), pp. 12, 17-20.
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qualified by undergoing rigorous training and study.2® In other words, the Godansho passage in

question documents the dissolution of the Oe clan as the scholarly household on the one hand,

and the transformation of Masafusa’s oral teaching of “secret matter” (il .Z #49%) into a written

text, on the other hand.
It is also curious how Masafusa’s conversation with his anonymous interlocutor digresses

into a discussion of Sugawara no Fumitoki’s (‘5 Jii 3CIKf, 899-981) poem called “The Ballad of
an Idle Old Man” (2 PH1T). As discussed in Chapter Two, Fumitoki composed the poem in 977,

at the age of seventy-eight. At the time, Fumitoki’s fellow academician, Minamoto no Shitagd

(JFE, 911-83) was sixty-six. Because the anonymous individual already knew about the

peculiar format of Fumitoki’s poem, the only “secret teachings” that Masafusa was willing to
impart to him were some trivial personal anecdotes. However, this is an example of how sharing
seemingly unimportant details was one way for Masafusa to engage in the master-disciple
relationship. Who, then, is the fortunate individual who was permitted to study with Masafusa
and access the private teachings of the Oe family? As the Godanshé itself provides no textual

clues, we have to turn to external evidence.?”

4. Textual Confirmation of the Authorship of the Godansho in the Imakagami

The following passage from the Imakagami is the earliest extant proof of the theory that

26 As for my discussion of Masafusa’s acknowledgment of his father as the “librarian” (3C¥H, fumi
azukari) of the Oe family, see Chapter Five.

27 Considering the singularity of this anonymous young individual, who recorded the oral exchange
between him and Masafusa, as far as the Kanda Recension is concerned, Iso Mizue’s hypothesis about the
multiple dialogue partners and redactors, who were involved in the production of the proto-Godansho,
does not appear sound.
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the narrator-recorder of the Godansho was the young Confucian scholar Fujiwara no Sanekane

(I3, 1085-1112):

[One day], I picked up a bird’s egg that was lying on a lotus leaf on [the
surface of] a pond by a monk’s chamber in the temple compound called
Bodhi Tree Residence, and placed it in a basket. A warbler then flew into
the basket and began to feed the fledgling. So, I assumed the young bird
was a warbler. Yet I found it odd that as the fledging grew up, it did not
quite resemble its parent. As it slowly matured, it began to cry, “ho to to gi
su” (lit. “cuckoo”). Realizing that “indeed, there is truth in some of the old
sayings transmitted from ancient times,” someone composed the following
poem:

Now, I’'m curious about

The parent of this parent-bird.
A cuckoo,

I see that you are a warbler’s
Formidable child.

Among the long poems in the Man 'yoshii, one [goes like this]: “Among
warblers’ eggs, a cuckoo....””® This is exactly what happened. It is highly

28 From the Manyaoshii, Book. 9, 1755, 1756.

Among warblers’ eggs, a cuckoo hatched out all by itself.
You don’t twitter like your father.
You don’t twitter like your mother.

From the field covered with deutzia blossoms,
You soar straight up, and
To this direction you fly, singing and echoing;

Disturbing the orange blossoms,
Wherein you like to hide away,
All day long, you chirp.

It’s so pleasant to listen to you!

I’1ll be happy to reward you.
So, don’t fly away.

Stay forever

Among these orange blossoms
In my garden.

ENVOY
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intriguing, isn’t it? [ also heard that in the book [that contains] Masafusa
the Counselor’s stories recorded by one Sanekane the Chamberlain, people
witnessed and wrote about the same phenomenon in the recent past. The
fact that a story that was passed down to me in this way actually took place
in real life is extremely delightful! A person holding the title of Acting
Commissioner of the Left City Yorimasa, who was also a renowned poet,
heard that such a thing had taken place, troubled himself to visit us from a
great distance, composed a poem, and attached a copy of it to the bird’s

basket:

A cuckoo

In a basket has turned into the son
Of a warbler;

Which [family’s] song

Are you going to twitter?

The Manyoshii poem in question says: “You don’t tweet like your father.
You don’t tweet like your mother.” Therefore, it was very unlikely that the
bird chirped like a warbler. That was [Yorimasa’s] highly refined opinion.

FREE L WAFICH 2 OMDEICEDF 2 ERT DTS E2HH
DT, BIANTEHOMIZIZEIC, BOFELIDAD T, DD
ZELTUE, BOFRDIFH ERIDICTNE, FIFREITT, #
KHEZ D FNE, HRLLBEOTBIEEIC, TORIRIELEL
LD T, NEEEET) LIRESTUE, THEXDVMBENTS
WEH, IR, LEOT, BB NED B,
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On this rainy night

Of thickening fog,

A cuckoo

Chirping, flies away.

How poignant is that bird...

AICOTD P (OT) oz 1FEEET DEDAENT AR MIT
ST, CRHT RITIIED T, JIDfED KE 22800 ROMD ., kK
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[Emphasis added.]

The intertextual relationship between the two twelfth-century texts—a passage from the
Kanda Recension of the Godansho on the one hand, and a random passage from the Imakagami
on the other—reveals the somewhat insular and coincidental nature of modern bibliography. In
her recently published biography of Oe no Masafusa, Iso Mizue (I#%7K#%) argues that Masafusa’s
reference to his having “attained the age of seventy years” (<5 5%) indicates that this remark
was made in the year of his death (1111), or a year before that, and the inclusion of the comments
suggests that the Kanda Recension is “newer” than the other two Kohon recensions—Suigensho

and Maedabon.*® She also speculates that the interlocutor in the Kanda Recension was not

Fujiwara no Sanekane, who died at the age of twenty-seven, shortly after Masafusa’s death in

29 Takehana, vol, 3. pp. 555-56.

30 Iso, p, 229.
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1112. However, Iso’s argument is not convincing and there is not enough contrary evidence to
dismiss the conclusion that Masafusa’s conversation partner was Sanekane.

Even more remarkable is the fact that due to the untimely death of Sanekane, the body of
his written records of Masafusa’s speeches became available as a setsuwa text for a third party,
as the Kanda Recension was apparently copied out of another text as early as in 1114 and 1115.
In other words, we cannot identify the person who made the present-day Kanda Recension, but

some minor scriptural errors such as using the character {7 instead of 7 in the titled of
Fumitoki’s poem, “Rokanko” (PH1T) suggests that the Kanda scribe was unfamiliar with the

Fumitoki’s famous poem from the literary anthology, Honcho monzui.

5. Emperor Daigo in the Godansho

In the previous chapter, I discussed how Masafusa compared Emperor GoSan;jo (& —=5%
KE, 1. 1034-73, 1. 1068-72) to Emperor Daigo (F#K &, 885-930, 1. 897-930) as a sagacious

ruler in the Zoku honcho ojoden. In fact, throughout the insei period, Daigo and his son Emperor

Murakami’s (Ff K, 926-67, 1. 946-67) eras were known as the golden age of Japanese

culture.’’ Although the precise origins of popular discourse about Emperors Daigo and
Murakami are unknown, Masafusa’s Godansho contains various references to these two
sovereigns, many of which are highly animated and detailed. In the Godansho, for example,

Masafusa repeatedly refers to Emperor Daigo as “the sagacious sovereign of Engi” (4L = D B4

31 For instance, Fujiwara no Shunzei calls Emperor Daigo “the sagacious ruler of the Engi” (JE= D EL D
#) in his Korai fiteisho. (KKS7, p. 40.)
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32),%2 and Emperor Murakami as “Tenryaku Great Emperor” (CKJ& 57%). Considering that the

other emperors from the fifth through the early-twelfth centuries discussed in this text are simply

called “emperors” (K1) or “retired emperors” (Ft), it is obvious that Masafusa intentionally

differentiated Daigo and Murakami from their predecessors and followers.” A similar honor is

also paid to Emperor Uda (5°% K, 867-931, r. 887-97), for whom the superlative epithet, “His
Cloistered Eminence” (A& _FiE ) is used. ™

Indeed, Masafusa seems to have had a keen interest in Daigo and Murakami’s personal
qualities; whenever he mentions them, he cites specific, often memorable incidents in their lives.
In other words, Masafusa did not praise them inordinately merely out of convention or formality.
The following anecdote from the Godansho exemplifies the detailed manner in which Masafusa
discusses Emperor Daigo:

I [Fujiwara no Sanekane] asked Masafusa again: “Should I avoid

composing a poem of level tone using a Chinese character, which can be
pronounced in either the level tone or non-level tone]?”

32 References to Daigo appear on pp. 7, 11, 13, 85, 94, 112, and 188 of SNKBT 32. On page 41, the
epithet “sagacious sovereign” (B2 §) is also used for Murakami. Similarly, on page 219, Murakami is

referred to as “the Tenryaku Emperor” (KJ&77) (tenryaku no mikado), but the title mikado is not applied
to other emperors, except on page 246, where in a different rendition, mikado (FE[") is used for Emperor
Yiryaku.

33 For a detailed study of the glorification of the Engi and Tenryaku eras before Masafusa, see Hayashi
Rokurd’s book chapter, “Iwayuru ‘engi tenryaku seidai’ setsu no seiritsu” (i E= KR, Fio
JRAT) in his Jodai seiji shakai no kenkyi (_ARIBOETEZ DWEFE), pp. 510-534. In this article, Hayashi

attributes the notion to Oe Masabhira.

34 Ibid., p.144. Uda, also called “Cloistered Eminence of Kampyd” (%5755, pp. 83, 238) and “Teishi
Cloister” (5= FFrt, p, 10.), is the only emperor referred to, as “Cloistered Eminence” (E&, joko, Ibid., P.
123), as well.
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Masafusa said: “No, you have no need to avoid it. [Look at] Michizane’s
stanzas: ‘Cranes are flying over one thousand /i; but, they have not yet
departed from the land,” and ‘I am here, sitting besides a brazier; but my
hands are not cracked like a tortoise [shell].” [Look at the ways in which
he uses] the Chinese characters “to depart” and “tortoise.” In the Book of
Songs and the Zhuangzi, they are read in non-level tones. Nevertheless, [in
Michizame’s stanzas,] they are used as level tones. Also, when [Oe no]
Asatsuna used these two characters in their level tones in his composition
at the civil service examination, various Confucian scholars on the
evaluation [committee] in the ceremonial hall nearly gave him a failing
grade. Then, Asatsuna stood up by their side and proudly recited: ‘kaku-
hi-senri, bi-ri-chi,” which is the [entire] stanza in [its Sino-Japanese]
reading. The Confucian scholars still did not accept [Asatsuna’s
interpretation]. And then, Asatsuna said, ‘I’ve heard that the Deputy
Minister Sugawara also spoke of this.” The sagacious ruler of Engi heard
this, and said: ‘There must be some reason for what he [ Asatsuna] is
saying. Let him pass the examination.” Therefore, you have no need for
concern [about what you said].”

XM, TS E 2R BTk, |

ears, TAAE, RepEfE,  TEORTHUOREE. 2t TAMERR
BT 2f), WY EY, "B THET =3 miTbsEh,
PG, SOy, DA E PR 2R, RFE A
JRELEERRVE S = WINdE; = ik, TERT EUORME, . &=
7Y B (HAH) AZEE. Wi, TERM D g HeH T
fithy bV 7, EERETERET. THAEE, Aty R
b, AREAT R, §

This passage reveals some fascinating details about the civil service examinations—the
imagined space wherein scholarship and public service converged in Japanese court life in the
early tenth century. First, we learn that Masafusa considered Michizane an exceptionally
innovative poet, who was not satisfied with mechanically studying and copying the Chinese

classics, such as the Book of Songs and the Zhuangzi. Second, Masafusa scrupulously studied

35 Koten hozonkai, pp. 7-8. I transcribed the passage in kanbun and added punctuations to facilitate
comprehension. I also consulted Godansho kenkyiikai, ed. Kohonkei godansho chitkai, pp. 294-5.
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Michizane’s (here referred to as a Heavenly God” KAH!) poems, to the extent that he was able to

recite some of the stanzas on the spot, and explain what was so special about them. Third,
Masafusa was not alone in studying Michizane’s compositions. One of his kinsmen, Oe no

Asatsuna CR7LEHM, 886-957), was fifteen years old when Michizane was exiled in 901.

Nevertheless, at his civil service examination, presumed to have taken place within a decade or
so after Michizane’s banishment, Asatsuna looked up to Michizane as a great model and source
of poetic inspiration. In other words, in the world of kangaku scholarship, Michizane’s poetry
had become a new model and a trend, despite his having suffered political disgrace.

Finally, and most importantly, this anecdote gives interesting details about Emperor
Daigo’s direct involvement in the selection of state officials. Not only was Daigo present at the
final stage of the examination, but he appeared to have the authority to intervene in the decisions
of the committee, which consisted exclusively of conservative Confucians, and to make the final
judgment about each candidate. Moreover, in this particular incident, Masafusa implies that
Daigo paid close attention to Asatsuna’s final, desperate remark, when Asatsuna mentioned the
“the Deputy Minister Sugawara.” This indicates that even Daigo recognized Michizane’s
extraordinary achievement as a poet. From this passage alone, it is not clear whether Daigo had
a firm understanding of Asatsuna’s theory about Michizane’s unconventional use of the “even
tones.” However, because other Godansho anecdotes portray him as an accomplished poet, it is

likely that Daigo had actually been aware of the “poetic truth” (i, iware, lit. “reason”), that

Asatsuna was trying to express, while using Michizane as an authority.
Furthermore, the terse, enigmatic way Masafusa narrates this story (i.e., he might have

explained why the committee did not like Asatsuna’s answer in the first place; or what Asatsuna
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and Daigo actually meant to say in their respective speeches), invites further interpretations on
the part of the modern reader. Considering the fact that Daigo was only one year older than
Asatsuna, this anecdote may even illustrate the emergence of a generational gap in the literati
culture of the early tenth century—the conservative academicians who tested Asatsuna on the one
hand, and Asatsuna and Emperor Daigo, on the other. The following two short comments about
Emperor Daigo, which appear only in Book 4 of the Ruijiibon Recension of the Godansho,
provide perfectly matching images of the young sovereign as an enthusiast of Chinese poetry,
with an innovative style:

Glacial winds aimlessly caress [the pine tree];

the [white] flock grows even thicker.

The ever-whitening moon rises gently;
while its brilliance is not obscured.

This topic was devised by his Majesty for the civil service examination: “In a bright
mountain, looking over the snow on a pine tree.” [Composed by] Sugawara no Ariakira

According to the ancients, even before the evaluation, the sagacious
sovereign of Engi had already recited this couplet, while playing upon his
zither. Confucian scholars [on the committee] received this news and let
[the candidate] pass the examination.

HEIEMEEME SN anem umems, we,
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Despite his clan name, nothing is known about the poet Sugawara no Ariakira (probably

an erroneous reading of Naakira 448H).* In this event, which is considered to have taken place

36 Gogansho kenkytkai, ed. Ruijitbonkei godansho chitkai, p. 131.
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in 924,”” Emperor Daigo and the committee members do not meet face-to-face in the ceremonial
hall; nor does the emperor make the final decision about the candidate. The terse narrative,
which does not have the conversational format of the longer passage discussed above, somehow
makes the absent emperor appear even more animated and human. The following anecdote, also
from Book 4 of the Godansho, even offers a comment to a Chinese couplet composed by Daigo

himself:

Being intoxicated, I would appreciate and dally with [half-blossoming
flowers]; though I yearn to do so, may I actually realize my wishes?

Being the master of my mind, I have not been able to be half-heartedly
intrigued by them.

[At a] Palace Banquet. “Adoring Half-blossoming Flowers” His Majesty Engi’s Poem.

According to the ancient sages, as for the seven characters in the second
half of these concluding stanzas [in an eight-line verse], various Confucian
scholars, such as reciters and their assistants, have pondered them, but
[their comprehension] were in disagreement with His Majesty’s thoughts.
When he provided his own explanation, the Confucians were in awe.

Wb B Ak S RENOMALZ  we s, wwan,
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37 Ibid. Also in SNKBT 32, p. 113.

38 Gogansho kenkytkai, ed. Ruijitbonkei godansho chitkai, pp. 116-7. 1 modified the second stanza of
this couplet by consulting with the yomikudashi (Japanese reading) and the original text in SNKBT 32,
pp. 106 and 508. Specifically, following the new interpretation in SNKBT, I replaced the word
“Confucian poets” (i) in the prose text with “various Confucians” (F&1f).
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Perhaps from the orthodox Confucian viewpoint, Daigo’s use of the unusual diction,

“half-heartedly intrigued by them” (1.2, one Japanese reading is 727212 L D5 2 L),

appeared puzzling. However, according to modern commentators, the Chinese classic Han shu
includes one example of this expression. Therefore, it is possible that Daigo’s seemingly novel
phraseology was actually based on his through acquaintance with the Han shu. In either case,

this episode succinctly illustrates Daigo’s profound “poetic mind” (:[»), wherein a sensory

stimulus (such as the poignant image of half-blossoming flowers) and his knowledge of literary
precedents coalesce in a poem. This is exactly what Daigo means in this couplet; the way in
which a poet “adores” beautiful things in his imagination is not the same as “’involuntarily” (or
“half-heartedly”) doing so in a state of intoxication. In short, Daigo’s own kanshi compositions
reveal him as a refined poet, whose theory on poetry was no doubt influenced by Sugawara no
Michizane’s psychological definition of poetry:

The poem is that to which what is intently on the mind goes.

In the mind it is “being intent”’; coming out in language, it is a poem™.

%%‘?&ZE?»ZH&O wa[ﬂ:w w:g\ %u%?‘%u%o 4

6. Emperor Murakami in the Godansho

As for Daigo’s son Murakami (Ff K&, 926-67, 1. 946-67), the Godansha is also

replete with anecdotes that feature his passion for Chinese poetry, and the fundamentally

39 SNKBT 32, p. 106.
40. Translated by Stephen Owen. (Owen, p. 40.)

41. Quoted from Osone, vol. 1, p. 330.
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“human” relationship between the sovereign and his like-minded scholar-officials, who
constituted a poetry coterie with the emperor himself taking part. Murakami even held a

“debate” (tH3, soron) with Sugawara no Fumitoki, the grandson of Michizane, over the merits

of their poetry compositions:

Masafusa said to me: “During Emperor Murakami’s reign, the emperor
summoned Fumitoki, of the Third Rank, to give a lecture on the poetic
topic, ‘A Palace Warbler Chirping, in the Early Morning Light.” Do you
know this story?”’

I said, “I do not know it.”

Masafusa said to me: “This is most interesting. That was the day on which
Murakami and Fumitoki ended up debating about each other’s poem. [On
that topic,] the emperor composed the following couplet:

When dew is thick, [I hear] aimless chatting,
at the bosom of flowers in the garden.

When the moon recedes, [I hear] lofty chirping,
in the shadows of the imperial willows.

Fumitoki composed the following couplet:

At the Western Tower, when the moon has receded,
[there is pleasant] music between flower and flower.

At the Middle Hall, where candles lingers,
[there is a rustling] sound behind the bamboo leaves.

After the emperor heard Fumotoki’s verse recited, he said: ‘I thought I did
an excellent job in composing on this topic, but Fumitoki’s poem is also
exquisite.” Calling Fumitoki to move closer to himself, the emperor said:
‘Without any prejudice or bias, and with no inhibitions, tell me whether or
not there are faults [in my poem].’

Fumitoki replied: ‘Your Majesty’s poem is exquisite. Especially, the seven
characters in the second half are superior to [my own verse in] my poem. |



suppose you have hinted the [word] “palace’ [in the topic] by saying ‘in the
shadows of the imperial willows.” Then, in the first half of the couplet,
where did you indicate the poetic essence of the word ‘palace?’ I imagine
that your ‘garden’ must exist in your imperial palace.’

Emperor Murakami said: ‘You don’t know that? [Of course,] that garden is
my garden.’

Fumitoki replied: ‘I understand. You meant something like the
Shanglinyuan [an historical Chinese emperors’ garden]. But still, I don’t
quite get this.’

The emperor said: ‘Of course, I have sufficient reason [to support my
argument].

Fumitoki said to himself, ‘Again, he’s going to tell me an ‘interesting’
story,” then turned to the emperor and said, ‘I’m sure this is true...” and then
tried to withdraw from the sovereign’s room.

The emperor told him: ‘Then what about the overall merits of our
respective poems? Who do you consider the winner and who do you
consider the loser? Just relax and tell me.’

Fumitoki said, ‘Your Majesty’ poem is superior. Exquisite, indeed...’

The emperor replied, ‘In fact, I have my doubts. Please relax, and then you
must tell me [the truth].” Summoning the head of Chamberlains, the
emperor said: ‘If Funiroki does not announce the winner and loser between
our poems, and if he does not tell me the truth, from now on, whatever he
says will never reach my ears.’

Overhearing this, Fumiroki said to the emperor: ‘Actually, Your Majesty’s
poem and mine are equal [in quality].” ‘Then swear to me that you will tell
me the truth,” the emperor said.

Fumitoki replied: ‘Actually, my poem is infinitesimally superior to yours.’
Having said this, Fumiroki fled from the emperor. But the emperor was
greatly moved, wept and shed tears.”
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Comparing the two poets’ couplets on the topic “A Palace Warbler Chirping, in the Early
Morning Light,” it is obvious that Fumiroki’s is superior, because on the one hand, he skillfully

paraphrases the poetic essence of one of the keywords in the topic, “palace” (), by mentioning
two buildings on the palace grounds, “Western Tower” (an eponym for 7& 5¢1%) and “Middle
Hall” (an eponym for & 75). On the other hand, as Fumitoki points out, it is not clear where

Murakami “indicate[d] the poetic essence of this word, ‘palace.”” Murakami only says “in the
shadow of the imperial willows,” but takes for granted that what he means by the “garden” is his

“imperial garden.”

42 Koten hozonkai, pp. 26-29.
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What is remarkable in this anecdote, a more concise version of which appears in Book 24

of the Konjaku monogatarishii (5 EYFELE, Collection of Tales of Times Now Past, ca. 1120),”

is the straightforward manner in which the two literati discuss the “truth.” Fumitoki becomes
increasingly roundabout as Murakami becomes more persistent in attempting to draw a definite
answer from his competitor, but Fumitoki was candid at first, expressing his initial reservation
about Murakami’s treatment of the word “palace.” Compared to the previously discussed
couplet composed by Emperor Daigo, Murakami’s “warbler” couplet is less imaginative. He
simply may not have been as great a philosopher-poet as his father. Nevertheless, Masafusa

considers this anecdote a “most interesting matter” (J& A3 Bl $ith,), and recollects what he must

have learned from his own teachers with precision and enthusiasm. In other words, by telling
this story, Masafusa exonerates Murakami not because of his superiority as a poet or a sovereign,
but because of his weakness, humility and openness to criticism, all for the sake of poetic truth.
For Masafusa, Murakami’s greatness lies in his ready acceptance of his subject’s criticism, to the
point of tears.

The shorter version of the tale in the Konjaku monogatarishii does not mention that
Murakami “wept and shed tears” in the end. However, the anonymous compiler of the tale
concludes his narrative with a comment, “According to what I learned from hearsay, emperors in

the past loved Chinese literature to the extent of acting like this.” (¥ / RENXE 7 7 S
LV b F LFEV AR~ F IV T, #) Inshort, by recalling these highly personalized

stories, Masafusa constructed the image that Daigo and Murakami were learned rulers par

43 SNKBT 36, pp. 433-434.

44 Ibid., p. 434. Emphasis added.
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excellence, who cared about poetry out of passion, rather than conventional kingly mannerism as
patrons of literary activities. Like the Konjaku editor, in the Kanda recension of the Godansho,

Masafusa also directly discusses the notion of suki (412, “to like”), or “passion” for literary

activities, this time in the context of waka and music, instead of that of Chinese literature.

7. The Way of Arts (suki no michi) in the Godansho

Among some fifty dialogues in the Kanda Recension of the Godansho, the following
anecdote, entitled “Hiromasa of the Third Rank’s Transmission of the Musical Compositions,

Streaming [Fountains] and Woodpeckers by the Blind Man in Osaka” (T5Aff = (75O Hh {2 27
Y HWE =) is of particular interest. Minamoto no Hiromasa (75 {2, 918-80), a grandson of

Emperor Daigo, is featured in this tale. Masafusa exquisitely captures the nobleman’s obsession

with the performance of the string instrument, biwa:

Masafusa said to me: “When Hiromasa of the Third Rank played the flute,
a demon was blown away and fell down. Have you heard of this
incident?”

I answered: “That’s an unexpected question; but yes, I have heard of it.”

“Then, have you heard of his having learned how to play the biwa from a
blind man in Osaka [Mountain]?”

I said: “No, I haven’t.”

Masafusa said to me: “This is most interesting. Hiromasa of the Third
Rank was a renowned musician, and he pursued the study of music
extremely seriously. At the time, there was a rumor that a blind man in
Osaka was the best player of the biwa. People constantly sought him out to
study the instrument, but he never imparted [his teaching.] Also, his
dwelling was very small, and so very few people visited him. Hiromasa



first sent his servant to [the blind man] and told him to ask him
confidentially: ‘Why do you live in such an unusual place? Why don’t you
move to Kyoto and spend your time there?”” he solicited. Thereupon, the
blind man recited a waka:

In either way,

I’ll be happy to live

In this world.

A palace or a grave-keeper’s house—
No home is ever permanent.

The blind man recited this poem but did not reply to the question. When
the servant reported this, the following thoughts occurred to Hiromasa:
‘This blind man’s remaining days are few. There’s no guarantee that I will
live long either. But I have learned that the musical compositions called
“The Streaming Fountains” and “Woodpeckers” were transmitted solely to
this blind man. If only I could somehow make arrangements to listen to his
performance [of these pieces] and to transmit them [to posterity].”

For three years, Hiromasa visited the blind man’s residence in Osaka
[Mountain] every night. Stealthily he stood by the entrance of the man’s
house and listened carefully, but the man never played either of the pieces.
In the third year, on the night of the fifteenth day of the Eighth Month,
when the mountain peaks appeared in a haze and a breeze was blowing,
Hiromasa thought: ‘Ah, such a beautiful evening. The blind man in Osaka
must be playing “The Streaming Fountains” and “Woodpeckers” tonight.’
Hiromasa left for Osaka taking musical scores with him. As he expected,
the blind man was making random sounds on his biwa while tuning the
strings [on the instrument]. The resulting melody sounded like the banjiki
mode. Hiromasa found that extremely interesting, because “Woodpeckers”
was written in that particular mode. ‘Perhaps, the man is going to tune the
strings in this mode, and then play the piece tonight.” While Hiromasa’s
heart was filled with excitement, the blind man sought solace for his
loneliness by reciting a poem, even though there was no listener present:

The storm

Is severe at the Barrier

Of Osaka;

Blind am I, I chose to remain here,

Spending a sleepless night (—and thus ending my life!)

In this manner, the blind man recited the poem as he tuned the strings.
Hiromasa shed tears and sobbed. As he marveled at the ways in which the

274



blind man committed himself to the Way of the Arts (suki no michi), the
man spoke to himself again: ‘What a beautiful night it is tonight! I wish
someone—not just me—a person of true understanding (sukimono), were
here. If only someone who understands the finer things (kokoro etaramu
hito) would pay me a leisurely visit this evening! I would surely tell him
the story!” Upon hearing the man’s monologue, Hiromasa broke his
silence and said: ‘It is I, Hiromasa!” The blind man asked: “Who are you,
Sir?” Hiromasa mumbled. Since the blind man knew [about Hiromasa, |
he was moved, found solace in telling his stories, and transmitted the
repertoire in question [to Hiromasa,] and so on. Since Hiromasa did not
bring his biwa with him, he received the transmission only in the form of
[written] notation. Those who truly understand the finer things in any
discipline of art should be like this. In recent times, manners have become
truly despicable. No wonder there are so few true adepts (jozu) in any of
the disciplines. It is indeed extraordinary, is it not?”

This was how Masafusa told me the story.

Then, I asked again: “Is the repertoire in question still in current use?”
He answered: “No, it is not.”

I asked again: “What’s the name of the blind man?”

He answered: “I don’t remember exactly. But, his name was said to have
been Chitose (Lit. a millennium”), perhaps.”

I asked again: “As for the flute, it is true that Hiromasa mastered 1t?”

He answered: “Yes, he was the finest player. No one could compete with
him. His primary repertoire consisted of The Imperial Reign” and
“Growth of Group Turmoil.” Those who learned these pieces were few in
number, and the person in question was the one who transmitted them.”

Thirteenth Day of the Eighth Month of Eikyt 3 (1115)
Upon obtaining the text, this was transcribed.
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This long anecdote also appears almost verbatim in Book 3 of the Ruijiibon Recension of
the Godansho, wherein various fragmentary descriptions of legendary musical instruments are
gathered.” Also, a slightly modified version of the same story, with additional commentary, is
included in Book 24 of the Konjaku monogatarishii.** This is a particularly unique anecdote in
the Kanda Recension, because although written in katakana, it is the only conversation that
contains waka poems. In the Ruijiibon, for example, a total of eleven waka appear in the
Goadansho," but considering the size of the compilation (a total of 445 tales), the rarity of
Masafusa’s reference to waka should be acknowledged. Because the first poem composed by the
blind man, “The storm/is severe at the Barrier/of Osaka,” appears at the very end of Book 18
(Miscellaneous Poems II1) in the Shinkokin wakashii (1205), along with the poet’s name

Semimaru (A1), the impact of this anecdote on the collective mind of Japanese courtiers at the

turn of the thirteenth century is palpable, even in terms of the reception of this waka alone.*

This vignette is crucial to the present study not only because of its inclusion of two waka,

45 SNKBT 32, pp. 97-100.

46 For example, in the Konjaku monogatarishit, Hiromasa is introduced as “the son of the person called
His Highness of War, who was the son of [Emperor] Daigo [lit. “Engi”] (L= / fHl 1~/ fefiiill / Bl £ +

A/ ). (SNKBT36, p. 427.) Likewise the blind man in the Konjaku is called by the name,
Semimaro (W{AL). It even provides a background story that Semimaro served as a “page” (M€, zoshiki)

to one of the sons of Retired Emperor Uda. For an English translation of the Konjaku tale, see Ury, trans.
Tales of Times Now Past, pp. 143-46.

47 Vol. 1:10, 1:46, 3:3, 3:42, 3:63 (two poems in the Hiromasa anecdote), 4:101, 5:42, and 6:59.
(SNKBT 32.)

48 The modern commentators in the SNKBT edition of the Shinkokinshii, Tanaka Yutaka and Akase
Shingo mention in their interlinear note that the placement of this poem at the end of Book 18

corresponds to that at the opening of the volume, of a series of twelve poems composed by Sugawara no
Michizane, here respectfully called “Sugawara Chancellor” (& B RIBUKEL). (SNKBT 11, p. 539.) It

may be possible to attribute to Masafusa the popularization of the Semimaru poem in question (although
Masafusa does not identify it as such) and the deification of Michizane in the Shinkokinshi.
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but because of its similarity to the other Godansho anecdotes examined above, regarding
Emperors Daigo and Murakami’s passion for Chinese literature. Just as Masafusa introduced the
vignette of Emperor Murakami’s “debate” with Sugawara no Fumitoki by saying, “This is most
interesting,” and piqued the curiosity of the listener, Masafusa begins his storytelling with the

phrase, “This is most interesting” (&5 Bl=H-4H). His description of Hiromasa and his abnormal

passion for music (“Stealthily he stood by the entrance of the man’s house and listened
carefully... [for three years]”) resonates with Murakami’s persistence in knowing the winner of
the poetry match. Also the portrayal of Hiromasa “shed[ding] tears and sobb[ing],” when he
heard the blind man reciting his second waka while tuning the hiwa on that fated evening,
reminds us of how Murakami was also moved to tears when Fumitoki told him the “poetic”
truth.

What is so significant about this vignette is that Masafusa succeeds in explaining the
psychological origins of a passion for the arts, that can cause grown-up men, even emperors, to
express strong emotions (“weeping, sobbing, shedding tears”). Instead of censuring such

displays, Masafusa (through the voice of Hiromasa) marvels at (7> L 7 1)) the old man’s
commitment to the “Way of Arts” (&1, suki no michi, lit. “the Way of passion”) and “those
who understand [such a way of] things in various fields” (M54 7 L \).

The notion of suki (37 * U &, “passion”) is a key to understanding insei culture,

because references to historical figures, mostly waka poets and musicians from the tenth and

eleventh centuries, who lived up to this highly poetic ideal abound in setsuwa narratives from the
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insei period.* In the words of Kinoshita Hanako (/K [ #£¥~), “[i]n a broader sense, suki is the

’950

spirit of passion, such as a single-minded enthusiasm for certain things”*’; or, “[i]n the narrow

sense, suki refers to the spirit of passion which entails a certain aspect of surprise (“ah!”)
9951

manifested through abnormal behavior that transcends conventional values.

Although Kinoshita’s study mainly focuses on the waka poet Kamo no Chomei’s (T
BH, 11557-1216) discussion of eccentric waka poets in his waka treatise, Mumyosho (#4410,
Nameless Book, ca. 1211-16) such as Minamoto no Yorizane (J5$H5Z, 1015-44), who prayed for
one “superb waka” (754K) in exchange for his own life, and actually died young; and the monk
Toren (5558, 2-1182), who despite heavy rain, attempted to visit a man who supposedly knew
the secret of the poetic term (HKiE) masuho no susuki (¥ 9 13 D7E, “pampas grass of Masuho™),

her general understanding of “suki as an assessment made by others, and therefore a constructed

concept”™ i

is highly insightful. In other words, in general, suki is applied retrospectively to
certain biographical details of historical figures. Kinoshita points out that there is a hiatus of

about one century between the action taken by those who embodied suki (such as Yorizane and

49 For a list of exemplary sukimono (3 Z & D, those who live up to the ideal of suki), see a list provided
in Kimura Ken’s article. (Kimura, pp. 26-7.)

50 TEE) L. IAFIIEPHEICHR LT @Ic B LTw K K9 BB
Kinoshita, p. 30.

51813, Z D X 9 BSOS IR IiE 2 BT 2 X 9 . F EAEFE®RL -
Tl e o THN T TIEF, 3R IXREMAFEZEE>H D, Ibid.

52 T¥EF) &k, hEIC X 28, fEon & oTh 5. Ibid.
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Toren) and Chomei’s appraisal of them.” Calling the individuals associated with the spirit of

suki sukimono (3 E b M), the literary scholar Kimura Ken makes the following comment:

The fact that various setsuwa concerning sukimono, hidden in people’s
lives before the medieval period came to be rediscovered and recorded in
texts from the early medieval period [the insei period] suggests the
emergence of the tendency to understand and evaluate the meaning of suki,
embodied by those sukimono figures, rather than simply indicating that
they thrived in the earlier centuries.*

Masafusa’s anecdote about Hitomasa and the blind musician also falls into the pattern of
insei literature in which historical figures’ extraordinary passion for artistic activities is
recollected retrospectively. Why did the insei period witness the rise of setsuwa narrative that
“rediscovered” sukimono from previous centuries? In other words, by romantically
reconstructing the lives of sukimono figures from the past centuries, what were authors in the
insei period attempting to convey to their contemporaries? To answer this question, we need to
examine once again what we mean by an “abnormal” passion for arts, or “abnormal” behavior.
In this regard, the following comment by Kimura helps contextualize “abnormality” in the

particular historical situation of tenth-through-twelfth-century Japan:

53—ty 4 L7 7. Ibid.

54 DT O EIHEOEAICH I N Tz TFE b D, DOFEED, PO ERICE T, &
LOTHIN, fINTw3 I ik, s, AificEnT TTE b0, L HoMT
L7z, w9 kDb, T9E2dbo,) 260EBILA 172, OFKZEEL, BEOU5 L
Vo ZHADY, ZORRICHS>THLONTERLILEZRTHEDTH A 9, Kimura, p. 28.
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Sukimono are those individuals who strived for the world in which they
themselves believed in, discovered new ways of living and became highly
self-conscious about it. They did not concern themselves with existing
values and the social order, nor were they disturbed by their relatively low
status in society, during the mid-Heian period, when the imperial state
gradually began to disintegrate.™

Because Hiromasa was the grandson of Emperor Daigo, he was not a sukimono in the
formal sense as Kimura defines. Kimura’s reference to “their relatively low status in society” is
more appropriate for middle-ranking, male officials of the zuryo class, such as the Group of Six
Waka Poets (see Chapter Three). Instead, the abnormality in Hiromasa’s behavior was his
insistence on seeking the companionship of a lowly blind man in a deserted mountain. Unlike
the late twelfth century setsuwa narratives, such as Chomei’s Mumyosho, Masafusa’s anecdotes
in the Kanda Recension of the Godansho features emperors and their offspring discovering new
ways of appreciating literature and art. For these people, “the existing values” were the
Confucian ideal of state building through literary activity.

We tend to associate Emperor Daigo and Murakami with the first two imperially
commissioned waka anthologies, Kokinshii and Gosenshii, compiled under the auspices of these
respective emperors. But at the dawn of the insei period, Masafusa did not extol them for their
prowess as rulers. Instead, Masafusa crafted new images of these two emperors as literati who

“loved Chinese literature”s (3 ¥ 7 #f[ 1 34]), in the words of the editor of the Konjaku

monogatarishii. For that matter, Masafusa’s “secret teachings” about Sugawara no Fumitoki’s

55 L LFEEGZD T92b0) 22, PLPRH, EHELXEICHNZAEIZC O, BEL R
WOHT, {ERDIMERPTRIFICZZD S 2 L, 2N, DRI B ERIE»E T L%
CeBETIHFICHm->TOEEL, L VWAEEAZRBL, BE Lo EpicfitZz s 72
Ho 72, Ibid., p. 26.
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fan-shaped ballad was not so much about the interpretation of the poem per se, but about
Fumitoki’s extraordinary perseverance in perfecting the poem (“[Fumitoki] worked on it
carefully without a moment’s rest for three years”), and Minamoto no Shitagd’s insensitivity to
Fumitoki’s devotion to the art of kanshi composition.

While Masafusa refers to the master-disciple relationship between Hitomasa and the blind

man as the Way of the Arts (4138, suki no michi), it should be noted that this relationship is

based solely on a mutual acknowledgment of a commitment to the arts, in this case musical
performance, and that their mutual respect and trust is based on it. Because of Hiromasa’s
conviction about the blind man’s talent in playing the biwa, he begins his quest for the man by
dispatching his servant. The blind man, on the other hand, “already knew about Hiromasa,”
when he decided to share the secret teaching with him. The tale implies that as long as the two
parties involved are genuine seekers of the Way of Music, their differences in social standing and
the fact that they are not related by blood do not matter. This also alludes to Masafusa’s relation
to Fujiwara no Sanekane, who was supposed to have recorded Masafusa’s speeches. In other
words, the Way of the Arts, unlike the old kangaku scholarship of the Kidendo in the State
Academy, was fundamentally open to everyone committed to or passionate about the arts.
Finally, the Way of the Arts was mediated through written texts. What makes Hiromasa’s
anecdote so characteristic of the twelfth century is its reference to the textual transmission of
knowledge as an ideal method of teaching. Masafusa’s detailing the fact that “Hiromasa did not
bring his biwa with him, [and thus] he received the transmission [of the secret of how to play The

Streaming Fountains and Woodpeckers] only through notation” (} PARE{E G5 4t), and the

statement, “all disciples of the arts should be like this” (&8 Z #f35 A A1) characterize the
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Way of Arts as a new mode of intellectual activity, beyond the limitations of lineage and social
status. In this regard, the fact that Masafusa considered this anecdote “most interesting”
indicates that although he was the scion of a prestigious Confucian scholars’ family, he was also
an avid enthusiast of a new style of intellectual exchange—the one based on the transmission of

written texts rather than oral teachings, which was to flourish in medieval Japan.

Conclusion

In this chapter, I first attempt to clarify the characteristics of some of the major extant
copies of Masafusa’s Godansho. 1 argue that while the most widely used Ruijiibon Recension is
more preferable than its earlier counterparts in terms of the large number of selected tales (a total
of 445), it should to be regarded as a byproduct of the century-long reception of the body of texts
loosely identified as Masafusa’s Godansho, and thus be used with discretion. In the present
study, I rely on the earlier Kanda Recension (ca. 1111-15, 50 tales) as much as possible, not
because its relatively early date proves its resemblance to the urtext of the Godansho (if such a
text ever existed), but because as an artifact from the early twelfth century, I wish to present and
analyze it as it is.

In the second part of this paper, I examine anecdotes pertaining to Emperors Daigo and
Murakami in the Godansho. In conjunction with my analysis of a lengthy Godansho anecdote
that features Daigo’s grandson Hiromasa, I argue that Masafusa’s glorification of these rulers
was based on his belief in the Way of the Arts (suki no michi), by which Masafusa positively
appraised these emperors’ passion for, if not obsession with artistic activities, in particular the

composition of Sino-Japanese poems. The notion of suki frequently appears in waka treatises
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from the insei period, such as the Toshiyori zuino, the Fukurozoshi, and the Mumyasho, in
association with the waka poet Noin and his followers. Masafusa’s positive assessment of
literary-minded emperors from the early tenth century enables us to attribute the popularization
of suki, a concept that brilliantly characterizes setsuwa narratives from the insei period, to him,
and also to discern its

early association with literati culture, epitomized by the act of the composition of Sino-Japanese

poems.
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Chapter Seven

Minamoto no Toshiyori’s Eccentric Theories of Waka in the Toshiyori zuino

Introduction

The previous chapter examined the pivotal role the scholar-official Oe no Masafusa
played in the formation of the new literary genre of setsuwa at the beginning of the twelfth
century. Through my analyses of the Kanda Recension (1114-15) of the Godansho, 1
documented the peculiar way in which Masafusa decided to impart the secret teaching of the
Kidendd canons, hitherto transmitted only within his family, to Fujiwara no Sanekane
(1085-1112), a young Confucian scholar, rather than to his “mediocre” offspring. Masafusa’s
decision was essentially guided by his pragmatic view that no household documents would
survive forever, and thus his family’s legacy as the purveyor of Kidendd scholarship would
outlive him only when recorded in writing by a qualified individual like Sanekane.

However, some of the most memorable anecdotes in the Kanda Recension reveal that
Masafusa was concerned with the abnormal “passion” (suki) that some of the historical
emperors, their offspring, and their retainers displayed in the composition of Chinese and other
literary activities, rather than commenting on specific interpretations of canonical texts.
Therefore, by discussing how the collection of Masafusa’s spoken discourse, Godansho, ofters a
prototype of the so-called setsuwa (anecdotal tales) narrative in the early twelfth century, I
investigated another aspect of Oe no Masafusa’s legacy as the first critic of insei Japan.

This chapter turns to the Toshiyori zuino (1RFEH#ANK, Toshiyori’s Principles of Waka, ca.

1111-15), written by Masafusa’s contemporary, the courtier Minamoto no Toshiyori (J5{&%H,
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1055-1129), and further explore the relation between setsuwa and the poetic ideal of suki. 1 first
provide a brief biography of Toshiyori and explain that the Toshiyori zuiné was originally
conceived as a handbook on the composition of waka for a future empress. By focusing on
Toshiyori’s commentary to a poem which contains the phrase, “the man who used to pick bitter
herbs” (seri tsumishi hito), I discuss how Toshiyori attracted his female audience through mildly
didactic but entertaining anecdotes about the history of the expression.

I then propose a new interpretation of Toshiyori’s commentary on “the man who used to
pick better herbs,” in which he introduces the bizarre tale of a male janitor working in the
imperial palace, who falls in love with an empress after having improperly watched her eating
bitter herbs while she was behind a screen. The motif of love that transcended social status was a
common topic in prose literature from earlier centuries, such as the Ise monogatai (Tales of Ise,
ca. 947) and the Genji monogatari (Tale of Genji, early 11th century). Often referring to noble or
middle-ranking gentlemen who became infatuated with women from the lower classes, these suki
mono (“men of suki’’) figures represented one aspect of the private lives of Japanese aristocrats
during the tenth and eleventh centuries, whose affairs were often mediated through the exchange
of waka poems.' The ingenuity of Masafusa’s Godansho was that it transformed the somewhat
pejorative image of suki into a more positive, aesthetic, and laudable way of living, exemplified

by Emperors Daigo and Murakami’s pursuit of “poetic truths” (i, iware) in their composition of

Chinese poems. I argue that by means of his animated discussion of the humble palace cleaner

1. See for example, section 40 of the Ise monogatari; and also the so called “Discussion on a Rainy
Evening” (RN D i€ ©) passage in the “Bloom Tree” (77 /K) chapter of the Genji monogatari, wherein

male fictive characters, including Genji, exchange opinions about various “issues related to suki” (3 & =
& £'%) and examples of “those who embody the spirit of suki” (I3 Z & D) who exhibit a tendency

to pursue romantic affairs with women belonging to lower classes. SNKBT 19, pp. 32-59.
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who fell in love with an empress, Toshiyori also illuminates the familiar trope of suki mono,
adding an even more poignant note by describing the lowly man’s unrequited love.
I further discuss how waka poets in the mid-twelfth century began to compose poems on

such topics as “Poor Folk’s Love” (7%) and “Overreaching Love” (NHIEHEZR). These topics
(78, dai) suggest that by this time, the composition of waka was not merely a means for

individual poets to express their thoughts and feelings, but also a testing ground for their
knowledge of narrative situations based on existing literature, that demonstrated the essence of

the given topics. Called “poetic essence” (A, hon i), this form of literary knowledge

epitomizes the ethos of the insei period, along with setsuwa narratives.

Finally, I examine Toshiyori’s own espousal of the poetic notion of suki in his
“abnormally” passionate act of writing the Toshiyori zuiné. Indeed, exceeding over two hundred
pages in modern editions, the 7oshiyori zuino is not merely a commissioned textbook on waka
written for a Fujiwara regent’s daughter. As Toshiyori himself acknowledges in the opening
section, it is one-man curatorial collection of material from the written and spoken traditions
dealing with ancient poetic lore, sustained through his “passion” (suki) for the language and his
commitment to preserve it. If Oe Masafusa improved upon the notion of suki by implicitly
associating it with learned emperors who cared about literature to the point of humbling
themselves for the sake of the attainment of poetic truth, Toshiyori redefined it as a spiritual
principle, the wholehearted acceptance of which was a prerequisite for waka poets of the mid-
twelfth century, whose rigorous philological labors eventually formed the Way of waka. In other

words, by demonstrating a spiritual foundation for future waka poet-scholars through his act of
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writing the Toshiyori zuino, Toshiyori made possible the evolution of waka from a casually

practiced local custom to a profession, a respectable “Way.”

Toshiyori’s father, Minamoto no Tsunenobu (Ji#%f5, 1016-97), was a gifted courtier,
whose talents in the “Three Vessels” (—fit?-f)-Chinese literature, waka and music-rivaled
those of the eleventh-century courtier, Fujiwara no Kintd. Accordingly, Tsunenobu received the
Senior Second Rank (1E{i/), was appointed Grand Counselor (KA =) in 1091, and became
Acting Governor of Dazaifu (AK=ZHERD) in 1094. Upon his death in Dazaifu, the governorship
was taken over by Masafusa.

The highest rank Toshiyori achieved was a modest Junior Fourth (fi€V4£7), and thus, he
never became a Senior Noble; his highest post was Acting Director of Carpentry (/K T HE8H).
Although his father provided strong support for his promotion, Toshiyori was never appointed to

serve as a provincial governor. Before taking part in waka contests at court, Toshiyori served as

a court musician performing on the hichiriki (%25g), a double-reed wind instrument. In the
words of the modern literary historian Hashimoto Fumio (f&§4~ 3553, 1922-91), Toshiyori had

“little talent in the composition of kanshi,” and was “an artistic type of person, shy, and with

992

little practical skill or scholarly aptitude.

2. WZIBICIEIG D 7, ERIVIC S AT, FBRI L, X b hwn, ZMHRNPNDATH D%
5 L\, Hashimoto, p. 140. Alternately, Hashimoto mentions that “Toshiyori [the third son of

Tsunenobu] inherited most of his father’s talent in waka and music, but was not blessed with his other
skills.” (BHEIZ. ROAHK « FHOFTREZ DO L B I 7 E D Ic, TR THOFEEICIZ

DENLZPOTANTHO EHEELTHERD 2025 9, ) Ibid.
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However, according to Hashimoto’s biographical study of Toshiyori,’ he became an

active member of Emperor Horikawa’s (J7 K &, 1079-1107, r. 1086-1107) literary salon, in

part because Horikawa, himself a virtuoso bamboo flute player, appreciated Toshiyori’s talent in
music and waka.* Toshiyori is perhaps best known to posterity as one of the sixteen waka poets

in the Horikawain hyakushu waka (J#i7] e F B AIRK, One Hundred Poem Sequence of Emperor

Horikawa's Era, ca. 1105-06, also called Horikawa hyakushu), which included Oe no Masafusa.

Masafusa is thought to have devised one-hundred topics (78, dai) for this event.’

In 1124, Retired Emperor Shirakawa (1053-1129, r. 1072-86, Horikawa’s father) honored
Toshiyori by asking him to single-handedly compile the fifth imperial anthology of waka,

Kinyowakashii (2TERIIREE, Collection of Golden Leaves). As briefly discussed in Chapter

Four, due to Toshiyori’s handling of poems composed by Shirakawa’s half-brother, Prince

Sukehito ({1 E, 1073-1119), early drafts of the Kinyoshii were returned twice by Shirakawa

and revised in 1125 and 1126, respectably. Toshiyori’s father, Tsunenobu, was disgruntled by the

fact that a junior court official and Shirakawa’s “confidant” (kinshin) Fujiwara no Michitoshi (i
J5GE 22, 1047-99) was appointed to compile the fourth imperial waka anthology, GoShiii
wakashii (PR IGIEFIIREE, Collection of Gleanings of Japanese Poems II, 1086), and wrote a
polemical treatise entitled Nan goshiii (¥4 1578, Anti-GoShiishii, 1086). In this regard, at least

as a compiler of an imperial waka anthology, Toshiyori surpassed the legacy of his father.

3. Hashimoto, pp. 135-45.

4. Accordingly, Hashimoto calls Horikawa an “Emperor of suki” (3{ZF D75 ). Ibid.m p. 143.

5. For a detailed study, see “kaidai” in WBT 15, pp. 310-18.
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Toshiyori’s own anthology of waka, Sanboku kikashii (F{K#T#KEE, Collection of Eccentric

Poems by Toshiyori Without Rank, ca. 1128) is a massive book containing some 1620 poems.

The fact that Shukaku Hosshinnd (55581 E, 1150-1202) commissioned the waka poet-
scholar Kensho (WHIH, ca. 1130-ca. 1209) to write a commentary to the Sanboku kikashii in 1183

suggests the extent of influence Toshiyori enjoyed as a waka poet throughout the insei period.®

2. Toshiyori Zuino as a Textbook for a Future Empress

From a description in the chapter, “The Emperor’s Personal Correspondence” (K&,

tamazusa) in the Imakagami, which mentions “an instruction book on the composition of waka,
presumably written by the Director of Carpentry [Toshiyori] for Her Cloistered Koyo, when she

was still known as the daughter of His Excellency [Fujiwara Tadazane]” (AR_L5H 3 & Fzbi D K
BOMWH O LR, ED THTED DD LEW 2, HIROKENE ) 4
ERF % 3),” and another similar description in the colophon of Kenshd’s Recension (BHIHA)® a
version of the Toshiyori zuino, the Toshiyori zuiné was written for Fujiwara no Isako (& 31+,
1094-1155), the daughter of Regent Fujiwara no Tadazane (B 92, 1078-1162). Isako, also
known as Taishi (Z8¥-), married Retired Emperor Toba (5P K&, 1103-56, r. 1107-23,

Horikawa’s son) in 1133. In other words, Toshiyori originally wrote the Toshiyori zuino—one of

6. Kenshd’s commentary, entitled Sanbokushii chii (F{/KE1E) addresses ninety-nine poems from

Toshiyori’s collection.
7. Takehana, vol. 1, p. 311.

8. For a detailed study of various recensions of the Toshiyori zuino, including the Kenshd Recension and
the most popular, Teika Recension, see Akase Tomoko, pp. 33-74.
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the most widely disseminated waka treatises in the twelfth-century, for the general education of a
future empress.
The Toshiyori zuiné is a voluminous text. For instance, the oldest manuscript version, the

Teika Recension (JEZK A, transcribed under the auspices of the poet Fujiwara no Teika in 1237,

complete facsimile in RSS 79) is made up of 244 pages (122 leaves), bound into fourteen
fascicules. Hashimoto Fumio’s modern edition, based on the National Diet Library Recension

([l )—a mid-Edo copy of the Teika Recension, is also over 200 pages in length. Whether

Toshiyori wrote this extensive text exclusively for Isako is somewhat questionable. More likely,
he hoped that the book would circulate widely among waka poets. However, Toshiyori’s
intended readers were, unmistakably, young women; the text is replete with anecdotes that
feature women, both historical and fictional, ancient and contemporary, and Japanese and
Chinese. Some of Toshiyori’s comments are overtly didactic. Also, the fact that the earliest
surviving text, the Teika Recension, is written predominantly in kana (Japanese syllabary) with a
minimal use of Chinese characters attests to a female readership in the early reception of the
Toshiyori zuino.

Some of the memorable (and often puzzling) references to women in the Toshiyori zuino

include: Emperor Shomu (B2l K &, 701-56, r. 724-49), whom Toshiyori misidentifies as a

woman’; Toshiyori’s own grandmother, the Nun Takakura'®; “a woman [who] pursues an

9. LRI TAD) LHIFZEALAI L. RSST9,p.26%7.

10. 722X 5D H F 9 . Ibid., p. 407
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9911, ¢¢

extramarital affair”''; “when the emperor had many consorts, he announced that the consort who
could succeed in making a bird sing would become an empress [...]”"; the Chinese Emperor Wu

) “especially favored a female attendant”; “In the past, the lady called Kydgoku Haven
P y p y yog

was Minister Tokihira’s daughter”'*; “Women in the past had a very different way of thinking
compared to women today”'’; “Prince Shitateru is the wife of Prince Amewaka.”'; “This [poem]
was composed by a person called Ise Priestess the Consort during Emperor Murakami’s reign,
when she lived in a place called Nagaoka [...]”""; “This [poem is associated with this anecdote,
regarding] a daughter of an officer in Omi province, who was exceptionally comely, [...]"";
“This [poem] is composed about a mediocre woman who desperately wanted to have a child

[...]"); renga (linked verse) exchanged between Oe no Masahira and his wife Akazome Emon®;

1. 2D, AZTE§ 54D IZ. SNKBZ 87, p. 120.

2. ZHD, HFBIILIT B, ZOBELELSLLHEZ, HICE T E]...] Ibid, p.
124.

13. LD T A%, 7C0HSBIZLITD. Ibid, p. 133.

14. 8. SMROMERT EH LT3 A, REFEOREOET T D240 . Ibid., p. 137.
15. 8 LD, BODIE, SO, D0z, BIE51) %125, Ibid, p. 143.
16. MHAMIZ, KHEAZ DFEAD . Ibid., p. 163.

17. Z3Ud, N EOMIRRIC, BEOLMERLIT A AD, Bl WABFHT, [EAB O B IR
[...] Ibid., p. 181.

18. 24U, EILOEICH D IF 2 E RO LT, 2 EDIFMIC, BLED L TI...] Ibid., p. 185.
19. 21U, WELORELD, FIELITARZ2Z2HT, 99 ICHT. Ibid, p. 187.

20. Ibid., p. 191. For my discussion of Masahira and Akazome Emon’s exchange waka poems featured in
the Konjaku monogatarishii and the GoShiishii, see Chapter One.
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poems that Akazome and another poet composed on the topic of Wang Shaojun (FHH#, active
BC 33?"); a poem on Yang Guifei (BB 4, 719-56%); ”To make a distinction between a good and

a bad poem is an extremely difficult task. Incidentally, Fujiwara no Kintd asked his son, “Which
is superior, Izumi Shikibu (active early eleventh century) or Akazome Emon (active 1041)?
[...]"%).

The list reveals that Toshiyori widely featured both familiar topics, such as his own
grandmother and then canonical female poets in Japan such as Akazome Emon and Izumi
Shiibu,** and women legendarily known through the Chinese Classics such as Wang Zhaojun and
Yang Guifei. Particular attention is also paid to anecdotes that accentuate both morally laudable
and controversial behaviors demonstrated by famous and anonymous women, suggesting that the
Toshiyori zuiné could simply be enjoyed as a primer for young readers, rather than a waka

treatise that contains certain authoritarian and practical teaching of waka composition.

3. Toshiyori zuino as a Collection of Setsuwa

The Toshiyori zuiné is not an ordinary poetry treatise. It is neither a set of “principles of

waka” (B, zuino) as its later-added title suggests, nor an “instruction book about how to

compose waka,” as it is referred to in the /makagami. 1t is true that the book begins with

21. Ibid;, pp. 211-14.
22. Ibid., pp. 214-19.

B.HDOELHLZDHOOHRIZ, JLDErOEOLAEDD, LN, TOTHED,
TKEE RGP L, o EIN2 %) &, FhHINFIUL[...] Ibid., p. 238.

24. Numerous poems composed by Izumi Shikibu and Akazome Emon are included in the GoShiiishii
(1086).
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Toshiyori’s comments on the rudiments of waka, such as the variety of poetic forms, not limited
to the thirty-one-syllable format; it continues with mistakes to be avoided in composition,

euphemistically called “maladies” (%, yamai)®; the composition of poems on pre-assigned
topics (8, dai); different poetic styles and examples thereof; the use and variety of utamakura
(iKHL, “poetic places™); and a list of useful poetic vocabulary, starting with such common nouns

as “heaven” and “earth.”

However, as Toshiyori moves on to provide commentary on individual poems, his
narrative becomes freer and more digressive. As gleaned from some of the female-centered
listed above, despite his attempts to provide conventional commentary, such as “This poem was
composed by...,” the author seems unable to resist giving a detailed account of the poet, the
poetic subject, or the particular circumstances in which a poem was composed, rather than
simply analyzing the language of the poem. In this regard, like other literary texts form the insei
period, such as Oe no Masafusa’s Godansho and the Konjaku monogatarishii, the Toshiyori zuino

is closer to a “collection of anecdotes” (FaH%E, setsuwashii), as conventionally called in modern

scholarship, than a poetry treatise or poetic commentary per se. In the words of Komine
Kazuaki, the Toshiyori zuinoé is an embodiment of textual “kinetics, through which waka and
setsuwa compete with one another and yet amalgamate.”*

Moreover, evinced from Toshiyori’s references to the noted Chinese women Wang

Zhaojun and Yang Guifei, the Toshiyori zuiné contains commentaries on some fifteen waka

25. For my discussion of “waka maladies” (%Ki, kabyo) in an eighth-century waka treatise, Kakyo
hyoshiki, see Chapter Three.

26. fldk & FiEEOFEHL LRI U & 9 # B, Komine (2006), p. 418.



295

poems, which require a knowledge of the Chinese Classics to be understood.”” Referring to

China as Morokoshi (b » Z L, J&12), Toshiyori details the various “sources” (A, honmon)

on which these poems are based. For instance, the following poem composed by a Kokinshii

poet, Ki no Tomonori (f&.A& Hll, 2-905?) alludes to Chinese history:**

In the autumn wind, KRS

I head the cry of EO0 0 BhE
The season’s first goose. IR 5,

I wonder whose letter T3 EOII %

It is carrying. PIFTEOH T

Toshiyori recounts the honmon of this poem as follows: During “reign of a ruler called
Emperor Wu of Han” (.5 T W [EAE] & I L 1T % A EDHIREIZ), “a person called Su
Wu” (FRiX & V25 A) was sent to “a place called Hu Sai [lit. “barbarian pass”]” (Z I W[
%&] & \ W\ B JIT); however, because he did not return to Wudi’s court within a few years, “a
person called Wei Lii” (2\> D D [f#ff] & W OUF % A) was sent to look for Su Wu; Su Wu had
been captured by Xiongnu (#J%X) in Hu Sai, and the local representative of the enemy lied to

Wei Lii and said that Su Wu had died; Wei Lii replied, saying “Su Wu is not dead. This autumn,
he wrote a letter attached to the foot of a goose and sent it to the emperor. The letter informed
the emperor that Su Wu was still alive.” (BfEUIIER 52D, 2O, EDOH LI, 5SA&

ZHEEIT LTE 2D, ZOXZMHELC T, MRV FICHD, LILALDLE

27. For a detailed discussion of Toshiyori’s commentary on Wang Zhaojun, see Chapter 3 of Okazaki
Makiko’s book. (Okazaki, pp. 99-137). Komine also discusses a variety of “Chinese sources” ({1 [Elf{

=, chiigoku koji) in the Toshiyori zuiné. (Komine, 2006, pp. 418-41.)

28. This poem also appears in the Kokinshii (Autumn I, 207).
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D, ) The enemies realized that it was useless to conceal Su Wu, and brought him in the

presence of his countryman.
Toshiyori presents this story, the details of which appear in the Chinese history Han shu

(i#3E, The History of Han Dynasty, ca. AD 82), without mentioning the name of that source.
ry Y

Except for the roundabout references to proper nouns (““a person called...”), the plot-oriented
narration is consistent with the way he writes about Japanese topics. From the viewpoint of a
female readership, on the linguistic level, Toshiyori’s method of introducing Chinese proper
nouns is very similar to how names from the mythological histories are introduced in the

interlinear kochii (57, “old commentaries”) in the Japanese preface to the Kokinshii, which

have been attributed to Fujiwara no Kint5.” In association with this particular method of
commentary, the literary scholar Nishimura Kayoko hypothesizes that Kinto wrote the kochii for
female readers of the Kokinshii.’' Similarly, the circuitous way Toshiyori refers to Emperor Wu,
Su Wu, Hu Sai, and Wei Lii suggests that he was not expecting his female reader(s) to be familiar
with these names.

As Hashimoto Fumio has suggested, Toshiyori was “in a sense, uneducated.”* Indeed,
his aptitude for Chinese literary studies, in particular his skill in written Chinese, was probably

inferior to that of his father and Oe no Masafusa. However, Toshiyori’s explanation of Chinese

29. SNKBZ 87, pp. 132-3.

30. For discussion of the intertextuality between the Japanese preface to the Kokinshii (Kanajo) and the
opening passage of the Toshiyori zuino, as well as Kintd’s commentary to the Chinese preface to the
Kokinshii, see Chapter 2 of Suzuki Norio, pp. 27-50.

31. Nishimura, pp. 18-31. See Chapter Three for my discussion of mid-to-late twelfth-century poet-
scholar’s reception of the kochii in the Japanese preface to the Kokinshii.

32. W I3 5 YT & > 7. Hashimoto, p. 143.
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setsuwa suggest that not only did he have a basic knowledge of the Chinese Classics, he also had

storyteller’s ability to make even ancient tales from China relevant to the lives of his readers.

4. The Man Who Used to Pick Bitter Herbs

One of the most curious anecdotes in the Toshiyori zuind portrays Empress Saga

(786-850, neé Tachibana no Kachiko /%24 f-) as a mischievous (if not explicitly “adulterous”)
woman who “preferred sneaky affairs” (# % 7>9%). Toshiyori reveals Kachiko’s habit of
“sneaking out” (\> T UM %) of her imperial residence, and relates one particularly bizarre
incident in which she “disguised herself as a fruit (or some type of snack food), concealed herself
in a rectangular gift box, and was thus successfully carried away.” (W5 El&, < 7Z¥E EBIFL
(. BEIZWDTZ, WTHOIT %, *) Empress Saga is very unlikely to be caricatured in
this matter because she was a devout Buddhist, and the founder of the Danrin Temple (FEFK=F),

the first Zen temple in Japan. Accordingly, Kachiko is also reverentially called Empress Danrin

(FEMRE)5).3* Toshiyori concludes the anecdote with even stranger details:

Perhaps, those lowly folks who were carrying her up knew [the purpose of
her escapade]. So, in collaboration, they held her upside down, whereupon
blood congealed in her face, which she found unbearable. This taught her
a lesson, and after that she stopped making such excursions. Someone told
this story—I only learned about it through hearsay.

FHZEDIFTATHEDLR, MEFZH T, LDEHIZE T, IhIF
2. 72 CEO0 01U, BiczE O T, WAL BIZL

33. SNKBZ 87., p. 149.

34. For more detailed study of Empress Saga, see for instance, Okazaki, pp. 381-86.
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T.HHZE. ZREIDZEIDT, LEXDICT B E, U7 D I
ANDLIT B LR, »

While demonstrating that the empress’ inappropriate behavior caused unpleasant
consequences, Toshiyori does not appear to be concerned about either the source of this anecdote
or its historical verisimilitude. More important, however, is the fact that the story has very little

to do with the poem in question:

The man in the old legend T oA L

Who used to pick bitter herbs everyday T LDOAD

Is just like me; FEe
Perhaps his secret wishes AT
Never came true. DRIFI DT

Neither the author nor the source of this poem is known, but by the early twelfth century,

the phrase “picking bitter herbs” (J72 # L) was commonly used as a metaphor for a situation in
which a person’s desire was not fulfilled.”* For instance, Sanuki no Suke (FEIZHLRE, ca.1079-?),
a female attendant of Emperor Horikawa and the author of the diary, Sanuki no suke nikki (FEI5%

iR HEL, Lady Sanuki’s Diary, ca.1107), refers to this phrase, when she was obliged to abruptly

35. Ibid.

36. In Chapter 12 of her book, Yamato kotoba hyogenron: Minamoto no Toshiyori e (Theories on Literary
Expressions in Classical Japanese: [My Response?] to Minamoto Toshiyori, 2008), Okazaki Makiko
provides a detailed analysis of various anecdotes regarding the phrase “picking bitter herbs” (Jr-fifi# L ).

She points out that this expression first appears in the Makura no soshi (M5 ¥, Pillow Book, ca. 1000?),

in Section 245. In her commentary to Toshiyori’s poems (Sanbokukikashi #74), Sekine Yoshiko also
points out that similar expressions are found in the Sarashina nikki (38#% H 5t Sarashina Diary, ca.

1058), and the Sagoromo monogatari ($EAYIGE, The Tale of Sagoromo, late eleventh century) in Book 3.
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cease mourning her beloved master, Horikawa, and to take part in the inauguration ceremony of
the new emperor:

Even matters like this could not be carried out according to my wishes;

instead of waiting for the proper moment to change out of my mourning

dress [which I donned upon the death of Retired Emperor Horikawa],

being forced to remove the [mourning robe] is upsetting. It indeed reminds

me of the old saying, “picking bitter herbs.”

PUIEDLD DT EFIT, DITELET, EHICHIREZ ) L7
T METCAZE, DEEZIZ, THOAL) ESOTAME (53
) B, GIBOZEAS RS, Y

Considering the widespread familiarity with the phrase at the time, especially among
female writers like Sanuki no Suke, it was considerate of Toshiyori to provide commentary for
the poem, from which the expression is taken. However, Toshiyori immediately confesses that
he does not know much about the poem: “I suspect that this has something to do with the notion

of “Offering Herbs” in the Chinese Classics, but I am not certain.” (Z #LiZ, SCGEHIZ, BT &
IR EZ, H7dED, BIZFO07% L, *) Instead of explaining what he means
by the Chinese concept of “Offering Herbs” (i /T, kenkin) Toshiyori introduces an anonymous
incident, which he heard in a “casual talk” (72721237 D 12, ADHFIF)[...]: One day, “a
cleaner who was working the morning shift in the imperial palace” (JLEED 9 512, #E X ®
§ %) accidentally glanced at an empress eating bitter herbs behind a screen. The wind blew

the screen away just as he happened to be sweeping in the area. He instantly fell in love with

37. Morimoto, ed. Sanuki no suke nikki (KGB 193), p. 106.

38. SNKBZ 87, pp. 147-8.
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her,” and as a way of attracting her attention, he “picked bitter herbs” (JT % fifi # ) everyday

and placed them beside her screen for years to come. Many years passed, and the man grew old
and eventually died, although his desire to see the empress remained unrequited. The man’s
daughter happened to be serving the empress, and one day she told the empress the story of her
father, to which the empress replied: “Actually, I remember having been seen by someone like

that, when I was eating bitter herbs one day.” (Fe 2 Z., Fz2 X O T, I HHFICIFRA%LD
L9 I2IiEBITPIL, *) Toshiyori continues the narrative: “This empress was called Empress
Saga.” (Z D5, WEMKD)G % ZH1 L 1F %5*) And at this point, he digresses into the strange

story about Tachibana no Kachiko.

Overall, Toshiyori’s exegesis is neither scholastic nor philological, but it is pedagogic; by
associating the expression “picking bitter herbs” with the story of the unrequited cleaning man,
and even with Tachibana no Kachiko, he made the otherwise obscure ancient poem accessible,
and even enjoyable to his readers in the twelfth century. In other words, without Toshiyori, it is
likely that an odd expression like “picking bitter herbs” would have become obsolete. And thus
the Toshiyori zuino served its original purpose well: to educate an empress-to-be. Moreover,
simply because of the comprehensiveness of topics covered (Toshiyori annotates over 200 waka

in a manner similar to that cited above, although not all the poems receive the same lengthy

39. Citing Ito Hiroshi’s (FH#1H) article entitled “Seritsumi setsuwa wo megutte” (On the Anecdote

”Picking Bitter Herbs”), Okazaki discusses the similarity between this passage and the one in the “New
Herbs—Part One” (£7>%_I=) chapter of the Genji monogatari, wherein the male character, Kashiwagi,

while playing kickball in a courtyard, peeps at Third Princess when a screen in her residence was
accidentally rolled up by a cat, and falls in love with her.

40. Tbid., p. 149.

41. Ibid.
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narrative explanations), the 7oshiyori zuino soon became a new standard, the first poetic vade

mecum of the twelfth century.

5. The Reception of the Toshiyori zuino during the Insei Period

In fact, references to the Toshiyori zuind abound in poetry treatises from the twelfth and
early thirteenth centuries. However, they call the text variously, suggesting that Toshiyori himself

did not designate a specific title for his work. For instance, Fujiwara no Norikane’s ()i #i3iE,
1107-65) Waka domasho (FWIHRHE SR, Waka Commentary for Beginners, 10 vols., ca. 1145-53)
refers to the Toshiyori zuiné as Toshiyori's Treatise Without a Title (FRFESEX1D);* Fujiwara no
Kiyosuke’s Fukurozoshi calls it the Lord Toshiyori’s Commentary (285 EL¥0¥); Fujiwara no
Shunzei’s Korai fiiteishé has Lord Toshiyori’s Oral Teachings (f2¥HEH EL D [1{5)*; Kenshd’s
Shiichiisho (1, Sleeve Book, ca. 1186) as Treatise Without a Title (J6£41); Kiyosuke,
Kenshd and Fujiwara no Tsunehira’s (&5 #5°1*) catalog of books on waka, Waka genzaisho
mokuroku (RIFRIRAET H$%, The Catalog of Extant Books on Waka, ca. 1166-68) as Collection
of Toshiyori’s Oral Teachings (IRFEIT{5%E); and Emperor Juntoku’s Yakumo mishé as
Toshiyori’s Oral Teachings (f2¥H1115). In his polemic against Shunzei’s judgement of his
poems at the Roppyakuban utaawase (75 A Z- 4K, Poetry Match in Six Hundred Rounds, 1194)

entitled Roppyakuban chinjé (75 F #BRIE, Appeal Against Shunzei's Judgement at the

42. NKT vol. 10, pp. 372, 374

43. KKS vol. 7, pp. 47,91,93, and also as Toshiyori ason no kuden ({ZZFEHA L DD 1115) p, 68.
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Roppyakuban utaawase), Kensho calls the Toshiyori zuinoé ““a book called ‘Principles of Waka,’

which many people in society own (2 A D & F 7 K5 THRF 2 AERBENG & 9 F ).«

Particularly, the identification of the Toshiyori zuiné as a collection of “oral

teachings” (I1z, kuden) is important because it implies that in some cases, the text was simply

read aloud and transmitted mainly from person to person; Toshiyori himself admits that he also
gathered many of the anecdotes in informal contexts. In other words, challenging my
assumption that the Toshiyori zuino was a pivotal text in the transformation of waka from a mere
custom to a fully-fledged academic activity, it is highly plausible that the Toshiyori zuino was
first received and disseminated orally. (It is also evident that in the case of Norikane and
Kensho, who call the Toshiyori zuino a “treatise,” the text was from the beginning used as a
written reference.) The following inscription in the colophon of the Teika Recension of the
Toshiyori zuind, the first three pages of which were copied by the waka poet Fujiwara no Teika

(BRI E SR, 1162-1241) himself, reveals how Teika first encountered the text:

As for this book [7oshiyori zuino], 1 [first] heard it recited by someone
during the Angen era (1175-77). Later, the manuscript was lost in a fire,
and for over sixty years, I forgot about it, and could recall none of its
contents. However, as recently as 1237, I unexpectedly encountered this
book again, and [immediately] had it copied.

According to my late father [Shunzei], [his teacher] Fujiwara no Mototoshi
thought that [this book] was extremely unreliable because Lord [Toshiyori]
was a believer in naive opinions, and a collector of many fanciful thoughts.

AT Sy e = a1 VNG &
HARBEFRN T REE
HAREDOFEM =

44. SNKBT 38, p. 477.
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Interestingly, just as Toshiyori wrote the Toshiyori zuiné for Fujiwara no Isako, who was
approximately twenty years old at the time of the book’s composition, Teika was in his mid-teens
when he first heard the book. While some of the trivial incidents in the book, such as the story
about Tachibana no Kachiko, might have been particularly enjoyable to the young listeners,

Toshiyori’s contemporary and poetic rival, Fujiwara no Mototoshi (B 32, 1060-1142),

denounced Toshiyori for spreading “naive opinions” and “fanciful thoughts.”*® Furthermore, in
the Roppyakuban chinjo, Kenshd wrote that he was “aware that the book [Toshiyori zuind|

contained many questionable ideas.” (fFDF X, AFEEIINH XL, KETRS, ¥)

In Mototoshi and Kenshd’s comments, we discern certain ambivalence toward Toshiyori
zuino. On the one hand, these poets acknowledge that the Toshiyori zuiné is an innovative text of
importance, and thus deserves to be read by all waka poets, at the very least to familiarize
themselves with what Toshiyori has to say about poetic lore. On the other hand, they are

condescending toward Toshiyori, criticizing him for not being a rigorous philologist. In

45.RSS 79, pp. 488-9. I was unable to decipher some characters, here indicated by 0.

46. For a detailed study of Fujiwara no Mototoshi, see Hashimoto, pp.87-135.

47. SNKBT 38, p. 477. Kenshd’s polemic, however, was directed at Fujiwara no Shunzei, who criticized
Kenshd’s poem on the topic “Love in association with a robe” (ZF#XZ%), on account of the “text written

by Lord Toshiyori” (f2H8H EL D F & 72 24). In other words, Kensho expressed his reservation about

the Toshiyori zuiné in order to question Shunzei’s opinion that was based on the text. Shunzei also recalls
his debate with Kenshd over the interpretation of the word “kawayashiro” (fAl£k) in his Korai futeisho.

(KKS vol. 7, pp. 68-70.)
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retrospect, it seems unfair to criticize Toshiyori for his lack of authenticity as a teacher, because
by compiling such a wide range of existing discourses on waka, transmitted both orally and in
writing, he paved the way for the revival of waka in the mid-twelfth century. In other words,
because of its incompleteness, the Toshiyori zuino set off a flood of scholarship about every
aspect of waka—its origin, history, poets, major and minor works, diction, literary styles,
manuscripts, and the relevance of waka for the aristocratic poet-scholars who carried out such
investigations.

Toshiyori opened a pandora’s box, and his successors—such as Kiyosuke, Kensho, and
Shunzei—followed in his path and eventually elevated waka to a respectable scholastic discipline

by recasting the corpus of poetic lore into a system of “ancient customs” (3£, kojitsu), as in

Kiyosuke’s Fukurozoshi; by rigorously supplementing many of Toshiyori’s incomplete
discussions on poetic diction by researching their textual sources, as in Kenshd’s Shiichiisho; and
by attempting to define poetic taste, while acknowledging the impossibility of such an endeavor,

as in Shunzei’s Korai futeisho. In fact, Kiyosuke, in his waka treatise Ogisho (B0, Secret

Commentaries, ca. 1124-44), refutes Toshiyori’s interpretation of the poem, “The man in the old
legend/Who used to pick bitter herbs every day,” by proposing an alternative version of the tale

in which the lowly cleaner is replaced by a young country boy called Mabukutamaru (£ 5 < 7

AL), and the empress by the daughter of a provincial lord.** Likewise, in his Shiichiisho, Kenshd

48. NKT vol. 1, pp. 357-59. The basic plot of the anecdote (a young, lowly male protagonist strives to
become a poet, scholar and eventually a Buddhist sage under the patronage of his female beloved, who is
of much higher social status) appears strikingly similar to that of Monogusa taro, an otogizoshi tale from
the Muromachi period. However, in Kiyosuke’s treatment of the protagonist Mabukutamaru’s
transformation from an uneducated young man to a Buddhist sage, I discern a departure from the standard
trope of suki, often characterized by a lowly man’s unrequited love for a noble woman. Okazaki
discusses this Ogisho variant from the viewpoint of the further incorporation of Buddhist thought in
medieval setsuwa, that eventually culminated in the late medieval discourse on Prince Shotoku (B2 K
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elaborates on “offering herbs” by citing a long passage from the Chinese literary anthology,

Wenxuan (3C%, sixth century AD).* Neither of them mentions Tachibana no Kachiko,

suggesting that they completely disregarded Toshiyori’s opinion on this matter.

6. The Influence of the Toshiyori zuino on Waka Poems from the Twelfth Century

The influence of the Toshiyori zuiné on twelfth-century poets can also be measured by
the ways in which particular details from Toshiyori’s teachings directly inspired poems and even

poetic topics. For instance, Isako’s brother, Fujiwara no Tadamichi ()i {808, 1097-1164,

Regent: 1121-58), an accomplished waka and kanshi poet, composed the following,

demonstrating his familiarity with the phrase, “picking bitter herbs”:

“Poor Folks’ Love” =N

With the end in sight, ¥ h eI

I cannot even pick DRI RD
Bitter herbs; 7% T Bk

How, then, can I show my feelings W THhDLZ
To my beloved? NIZHEFE LY

-, 574-622), generally called “Prince Shotoku legends” (Af-1z). (Okazaki, pp. 375-89.)

49. KKS 4, pp. 155-6.

50. From the Tadamichishii (% BRHFNEE, Collected Poems of Fujiwara Tadamichi, 232 poems). Three
other waka appear under the topic “Poor Folks’ Love” (7). (ST 2, p. 563. Also citer in Okazaki, p.
394.)



306

Likewise, Toshiyori’s son Priest Shun’e (2, 1113- active 1179), who hosted numerous

poetry events at his monastic residence Karin’en (fiFK%1, “Poets’ Garden™),’' composed the

following two poems:

“Overreaching Love”

Why should you
Despair so much?
Isn’t it true that

In this world, there once was a man
Who used to pick bitter herbs?

AN S 7

ILbiz
WESLRDLLA
FOHL
ANZZICkizix
fLIzEir»

Five poems composed on “Enduring the Pain of Love” at a Poetry Contest of One
Hundred Sequences at the home of the Minister of the Right i KEFKHE ARBAH

Perhaps she will know

That my sleeves are wet from the dewdrops

From the bitter herbs

I picked in the fields of Mikaki,

No longer able to endure the pain of my love.

L DOt
AP E DI
e
Lo icthz
TSP AR ARANE=RY

51. Nakamura Aya’s book chapter, “Uta ga yomidasareru basho—karin’en josetsu” (#k2 3Kk H X 415 55
Fr—R MR350, originally published in Waka bungaku ronshii henshii iinkai, ed., Heian koki no waka,

1994, is an important study on Shu’e’s Karin’en. (Nakamura, pp. 370-400.) Matsuno Ydichi’s response
to Nakamura’s 1994 article is equally thought-provoking, and should be read together with Nakamura’s

book chapter. Matsuno (1995), pp. 369-72.

52. From the Rinyo wakashi (MEERTEREE, Collection of Grove and Foliage, collection of Shune’s
poems, 6 vols, 1008 poems). (ST 2, p. 647, also cited in Okazaki, p. 394.)

53.ST 2, p. 641. Also cited in Okazaki, p. 394.
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Tadamichi’s poem and Shun’e’s first poem demonstrate how the pre-assigned topics,
“Poor Folks’ Love” and “Overreaching Love,” evoked Toshiyori’s anecdote about the man who
picked bitter herbs. Because the phrase “picking bitter herbs” was already widely known as an
idiom by end of the eleventh century, these poems may be simply referring to a then-common

expression. However, judging from the specificity of the ideas of “poverty” (&) and “disregard
for one’s own social status” (ANFIEFER), it is highly plausible that not only Tadamichi and

Shun’e, but also the anonymous innovators of these poetic opics had Toshiyori’s anecdote about
the lowly janitor’s love for the empress in mind and expected the poets to allude to the story.

The topic of Shun’e’s second poem, composed at a Hundred-Sequence contest (F1 Ei #K)
sponsored by Fujiwara no Kanezane (352, 1149-1207, Tadamichi’s son, regent: 1186-96)
in 1179 is more abstract, and its theme of “enduring pain” () in pursuit of love can be

associated with any individuals regardless of gender or social status. Despite the lack of
specificity in the topic, this poem, composed not long before Shun’e’s death, succeeds in
portraying the interiority of the herb-picker as something universal. Once detached from the
quotidian work environment of the imperial palace, the custodian, no longer labeled as such,

finds himself in the imaginative space called the field of Mikaki (I35 ® Ji, lit. “fields of the

Imperial Barrier”), an utamakura located in Nara.** Often associated with the annal event of

picking “young herbs” (#i>%, wakana) in the First Month, the connotation of the place-name is

54. The combination of the phrase “picking bitter herbs” (JT-#i#i# L ) and the fields of Mikaki (fHI#H 23J50)
appears in Toshiyori’s “long poem” (X, the format of which is not confined to 31 syllables) in the
Horikawa hyakushu on the topic, “Personal Reflections” (Z8f%). (The poem is partially cited in Okazaki,

p.- 394.) Okazaki points out that one of the poems in the “New Herbs—Part One” chapter of the Genyji
monogatari also refers to Mikakigahara. (Ibid., p. 397.)
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auspicious (e.g. “new year”), serene, and bucolic (e.g. it is usually noble young girls who pick
the young herbs).” Shun’e seems to suggest that in the fields of Mikaki, the poetic protagonist
can no longer hide his love because his sleeves are soaked in tears, although indistinguishable
from “dewdrops from the bitter herbs.”

Although this poem was not included in any imperial anthologies, the following poem

composed by Taira no Tsunemori (%85, 1124-85) around the same time (ca. 1177-79) appears
in the seventh imperial anthology, Senzai wakashii (T-#8MIHKEE, Collection of Japanese Poetry

for Thousand Years, 1187):

Topic Unknown 2wl od
What else can I do? Byt

The roots of the bitter herbs B ZE MBI
That I pick in the fields of Mikaki; 20D
Audibly, I cry, RIZDARZRITE
But no one will hear me. LHEAND R E

We cannot ascertain if Tsunemori (poignantly referred to in the collection as

“anonymous” because of his clan’s dramatic downfall in 1185) composed this poem under the

55. For instance, Fujiwara no Shunzei composed the following poem:

=R}

FH X Z2HP

HEEF D

A E DT

KAl A TE

(Kyiian hyakushu: 803, ShokuGosenshii: 31, citer in UUD, p. 819.)

56. SNKBT 10, poem #668, p. 205.



309

influence of Shun’e or vice versa. However, it is easy to speculate why Fujiwara no Shunzei—the
compiler of the Senzaishii—preferred Tsunemori’s poem to Shun’e’s. While the subject matter
(unrequited love) and the imagery (picking bitter herbs in the fields of Mikaki) in the two poems
are identical, Tsunemori’s use of the “pivot word” (kakekotoba, pun), ne, which means both the

“roots” (fR) of the herbs and the “sound” () of the man’s sobbing, is more creative than

Shuné’s rather typical association of “sleeves” with “dewdrops.” In other words, Tsunemori’s
poem is rhetorically more elaborate; the homonym #ne turns the first three measures into a

“preface phrase” (J¥%, jo) that introduces the keyword, “sound,” at the beginning of the forth

measure. The use of a preface phrase is archaic and novel at the same time, due to its association

with the many “object poems” (ZF¥JHK, kibutsuka) in the Man yéshii.>" Tsunemori’s new
appropriation of the phrase “picking bitter herbs” as a preface phrase suggests that the imagery
associated with the expression itself had become so commonplace that it had to be rearranged
differently, in the style of the Manyaoshii poems.

Compared to Tadamichi, Shun’e and Tsunemori, Toshiyori’s own waka containing the
phrase “picking bitter herbs™ is surprisingly unimaginative:

At Director of Upkeep Akisue’s Rokujo residence, when people composed
on ten poems on cherry blossoms

BRI GEFTIT T, MR TEALIC L EEAD T 51

57. Detailed analyses of some of the exemplary object poems from the Man ’yoshii, see my article in
Japanese, “Manyoshii maki jii no kibutsu ei ni okeru shizen to s6zoryoku no mondai ni tsuite” (T H5 3%

g BTOFWKICE T 2 B & HURTI DRIEIZ DT, On Nature and Imagination in Object
Poems in Book Ten of the Manyéshir), in Ajia yiigaku 143, pp. 88-94.
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I will not confess ST A L

That I had to pick bitter herbs. ZEzbwidl
Great is my fortune that now AR

I enjoy the view of cherry blossoms in full bloom, {ED 472

In the light of the setting sun. 2 B

Toshiyori uses “picking bitter herbs” as a metaphor for some unrecognized efforts on his

part, which cannot be identified from the information given in either the headnote (52,

kotobagaki) or the poem itself. We can only surmise that Toshiyori is expressing his joy at
viewing the cherry blossoms (or euphemistically at having been invited to the poetry gathering at
Akisue’s residence), by implying that otherwise, he would have had to put up with some kind of
hardship, the details of which he “will not confess.” The five poems discussed above suggest
that while the poets of Toshiyori’s son’s generation placed the expression “picking bitter herbs”
in the specific narrative context of the lowly cleaning man and the empress (even transcending
the narrative framework with their own poetic imagination), Toshiyori himself simply chose to
use the phrase as an idiom, and did not, overtly, draw poetic inspiration from any particular
images evoked by the phrase. In other words, the fundamentally different treatment of the phrase
“picking bitter herbs” by Toshiyori and a later generation of poets indicates that the “poetic

essence” (AN, hon i) associated with the phrase was established only after the dissemination of

the Toshiyori zuino.

7. Toshiyori’s Espousal of the Poetic Ideal of Suki in the Toshiyori zuino

58. From Toshiyori’s poetry collection, Sanbokukikashii. (SKT, also in Sekine, vol. 1, p. 68, poem #74,
also cited in Okazaki, p. 394.)
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Indeed, it is easy to take issue with Toshiyori for not being critical enough with the poetic
lore he introduces in the Toshiyori zuino, or for not being imaginative enough in his handling of
the poetic idiom. However, Toshiyori’s fundamentally non-judgmental approach to his poetic
subjects also testifies his open-mindedness, his non-utilitarian, near-romantic yearning to be part
of the poetic world. In this regard, Toshiyori’s life and work perfectly embodies the ideal of

“poetic passion” (9" F * B, suki), discussed earlier in conjunction with Noin (Chapter 3), as

well as Oe no Masafusa’s Godansho (Chapter 6). Like the Group of Six Waka Poets who
idolized Noin for his pursuit of the dictum, “Only because you love it, you compose waka!,”
Toshiyori also revered Noin. Toward the end of the Toshiyori zuino, Toshiyori offers a vignette

about him:

When Priest Noin recited a poem, he always rinsed his mouth first; when
he handled a book, he always washed his hands first. [Do not assume that]
he acted like this casually. When a former governor of Sanuki, Fujiwara
no Kenbg, (?-1069) went out riding with Noin, the priest took the seat at
the back of his ox-drawn carriage. [Just then, they approached] Second
Avenue at East Toin, the former residence of [the famous female poet from
the early-tenth century] Ise. [In the residence there was] an extremely tall
pine tree, which [once must have been] a small seedling from the Day of
the Rat, planted with the tips of its branches knotted together. When the
treetop came into view [of the two travelers,] Noin [suddenly] stepped
down from the back [seat] of the carriage in a somewhat agitated manner.
Kanefusa did not understand Noin’s actions, and asked, “What is the
matter?” Noin replied, “Wasn’t this pine tree knotted by the famous Ise?
How can I pass such a [monumental] pine tree while seated in a carriage?”
Thus saying, Noin walked along for some distance and only took his seat
in the carriage once the treetop had disappeared from his sight.

DHIVAIEI LIE, H2LIDBOVLTHL, EIHLaE2ZL, TH
SO0TEDBOARTIIS, 596 T30t INE, ShEDE
DUTAT) EHL > AD, DIVAZLBAEDLYIZORT. W)
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2%, K%Fi3ohiin, *

By portraying Noin, the sage-like male poet, as deferential to Ise the poetess, Toshiyori

seems to be emphasizing the important role women poets played in the history of waka for his

female audience. More importantly, however, like many other anecdotes in the Toshiyori zuino,

this passage is linked to another loosely related story, in this case one which features Fujiwara no

Kuniyuki (& [E1T), a waka poet (& & #), who traveled to northern Michinoku province in

the mid-eleventh century. Toshiyori relates how Kuniyuki instructed his fellow poets, with

whom he was having a banquet, “to tidy up their hair and put on fine clothing when they arrive at

the Barrier at Shirakawa” (L 503D ZTEFL 0L, KPADLE, I bERREEZTT

& X), where Noin composed the following famous poem:

I left AP &E

The capital MIALE > BHIC
Together with the lingering haze, b LrE

But here at the Barrier of Shirakawa, FREZ 5 <

An autumn wind is blowing. LoDEoEE®

59. RSS 79, pp. 464-67.

60. Goshiiishii 518, Travel. (SNKBT 8, p. 169.)
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According to Toshiyori, people laughed at Kuniyuki for having made such a strange
request regarding their appearance, but Kuniyuki solemnly admonished his confreres: “If you
wish to love (konomu) waka [lit. “this Way’’], only by doing [what I told you to do], will you be

able to compose [good] poems. (XD &b, TZDHEZZIDFHLEBITILIE, IPIHIC
LTCZ, #HE L ghdgizA s EZFHIT 5, ) Toshiyori wholeheartedly supports Kuniyuki’s

idea and concludes the anecdote with the following statement: “Therefore, those who wish to

love waka [lit. “this Way”’] have to respect [these examples], even though we live in a degenerate

age” (SMULZDME COZAMIE, MOTEAD LD, HLIEZRERZDY, @)

This statement contains a key to understanding why poets in the mid-to late twelfth
century considered the Toshiyori zuino as a new standard for the emerging “Way of waka” (waka
no michi). By associating the essence of the Way of Waka with spontaneous devotion (suki/
konomu) to waka, Toshiyori seems to be proposing a new “Way” (michi) that is fundamentally
different from the career-oriented and professionalized commitment to studies of Chinese
classics (kangaku). Toshiyori’s method of retrospectively highlighting Noin and Kuniyuki’s
devotion to waka strikingly resembles the way Oe no Masafusa portrayed Emperors Daigo and
Murakami and their enthusiasm for the composition of kanshi, and Minamoto no Hiromasa with
his passion for the biwa.

Nevertheless, it is wrong to assume that Toshiyori had such a firm belief in the Way of

waka that he championed it as an alternative that would subvert the preexisting authorities of

61. RSS 79, p. 467.

62. Ibid.
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kangaku studies. Had Toshiyori been more gifted in the composition of Chinese, and if he held a
more prominent post in the imperial bureaucracy, like that of his father or of Masafusa, it might
have been unnecessary for him to advocate the Way of Waka. Earlier, I mentioned that Toshiyori
had been given the honor of compiling the Kinyoshii toward the end of his life. However, even
an imperial commission gained him no promotion, and he took the tonsure shortly before his
death.

It is thus not hard to imagine that midway through his career, Toshiyori experienced a
personal crisis, around the time (ca. 1111-15) the regent Fujiwara no Tadazane commissioned
him to write a textbook for his daughter. In the opening of the Toshiyori zuino, he expresses his
despair at being unrecognized and unappreciated by his imperial patron and by aristocratic
society at large, while imploring Tadazane and his family to become the first patrons to restore

dignity and honor to those who have single-mindedly dedicated their lives to the Way of waka:

Songs written in Japanese are a playful form of entertainment in Japan.
They evolved in the age of gods and goddesses, but they are still composed
today. In general, everyone born in this country is supposed to be pleased
to learn them, be they male or female, lofty or lowly. However, those who
have a passion for such things tend to make more progress, while those
lacking in passion seem to have difficulty making any progress at all. [For
Japanese people, not having Japanese songs] is for instance, analogous to a
fish living in water without fins, or a bird flying in the sky without wings.

In general terms, the origins of waka have already been discussed in the
Prefaces to the Kokinshii and in [various] waka instruction books. As time
passed and the human mind grew more subtle, out of respect for the order
of the seasons, people began to cherish flowers and plants; to anticipate the
arrival of the cuckoo; to adore the colored foliage; to appreciate the
whiteness of snow; to celebrate their sovereigns; to lament their
misfortunes; to regret being separated from their loved ones; to recall past
journeys; to yearn for romantic relationships; and to express their private
wishes. As a result, in poetry, all available phrases have been exhausted,
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and all possible words have been put to use. Thus, how can we, in this
degenerate age, compose new waka? Nobody truly understands waka, but
everyone knows at least something about it. Likewise, no one can
compose a truly excellent waka, but everyone can at least produce
mediocre verse. Those who cannot compose waka pretend to be able to do
so, and those who have only scanty knowledge of waka pretend to be
authorities on the subject.

Customarily, people attempted to teach waka to children, and to instruct
inexperienced poets by explaining the various styles of waka, by pointing
out the eight “maladies,” and by establishing nine criteria [for poetic
excellence]. Nevertheless, if one does not study [waka properly with a
teacher] and receive [correct instruction], it is hard to understand the
essence of waka. Likewise, if one does not memorize [poems by rote] and
study them with care, one can learn very little about waka. [Thereupon,] I
visited numerous unexplored caverns, now covered by bogwood, and also
attempted to collect old leaves of words, now washed away by the torrents
of a waterfall. Only then did I realize that [such words] are more numerous
than grains of sand on the shore; more infinite than the drops in a rain
shower. [Composing waka without a knowledge of ancient phrases] is like
trying to climb a mountain in a dense haze; or like hoping to enjoy the
countryside in autumn on a misty, overcast day. Even the vulgar language
of hunters and woodcutters in the mountains will disappear like the
morning dew, if no one carries out an investigation. Even the brilliant lines
composed by people living in bejeweled towers will be as dust blowing in
the wind, if no one pays attention to them.

How sad it is that the Way [of waka, kono michi]_is perishing before my
very eyes! I have devoted myself to waka, spending long years in vain, but
not even the sovereign cares much about [waka]. People in society also
lack an understanding of it. From morning to night, I lament over my
personal misfortunes; every day and night, I regret people’s indifference.
Privately, I yearn for the great compassion of the Iwashimizu Hachiman
presiding in Otoko Mountain; publicly, I inscribe my wishes on the backs
of wisteria leaves blossoming at the Kasuga Shrine in Mikasa Forest. Help
me! Pity me! If only my private beliefs [in the Way of waka] could
actively move [the gods and goddesses]!

RELEAZLEDERNZ, DO L FDIZDIFEND Z V0N

. ML > XEDIECED T, USRS rHELEL, BlZPELEoD
ClesEFnb ANE, BIZTHRIZTH, Z2ELWPLED,
ZDARELLENITNED, BITHBEANIET >A, BITHEYIE
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T I, LEAF, KTz ) LD, 22
F2EDDFIDEVIUNTE L,

BIELZEHOZID, 50, MHEHONICAZTD, HHHH

D, ANDDLL 7 A LI, FEMKLICOTT, B2 TH=Z

N, Hrzgb, flEZ> LA 28O LALLEED, Bzwid
O, DBFEINA, iz > LA, KEDHIING, WDk
IO, FIZOFATCHOZDORZICOFTH, XADI L35
L, 25355835 b AT, LIl LTHIE, T2a0H
DAD, OILLEIFICHEDRTRE, LAl X
(LeE2bkl, k<X abml, X kFEZB0ARL, & F
Bz D LADBIZICEDO, L2325 L 020NFI20ESEAE 5N
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ZH /NI, BDELOTHEEOLIEL, POOWELS L. L
DL%ZHoIF LT, WEIREYZ > L\, Z2A0RkHLEIL
LLUBYHY, LriddbE, o0 D27AINUL, S E5HEDL
7240 IPRTELRFINE, BIZWSZ 3L, bhko
HNT, AL onI 25 L Ex DR, HEDRBPINUILIN
T, TERDH2LIEFDIEFZHOODTAIUL, FFDOFEFITLDHLE
EZL, NOHLEIDBLIFL, 2TAREALT > BN,
DI RTHKD > RIZDZDEZNT & &, LU >DVPL E
ZEinE, ohIUE, Moot E )R, D) Tk
DIz~ ARIENE, E>LoINUE, BDEF~ADLD LD
B I,

HIEINZLEP, COARLDODENIIERLFHZ, LD
A=A, TDIEZWVERAT, WEkIHILELDEZ > NE
b, DBZALTIOLFEIERT, JOAbEL, HlInsSL bk
Lo B NBHDINAZRITE, BESLIFVEDDHE %Y
58, PANTRBEIPIICELIFESZPODIZLDEIEL ) D
{LAREDL, H5IENTIEADPIDLDIZIDIHENELEED)
SIRICTDARZNL, ORI, DIFNUHEN, 2 N7b LA
HiUL, Ho N5 dH 5%, © (Emphasis added.)

63. Transcribed from Reizeike Shiguretei Sosho 79, pp. 14 -37 . To facilitate reading, I have added

punctuation and voicing marks (% 51). I also consulted Hashimoto Fumio’s transcription. (Hashimoto,
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This introductory section consists of four parts. First, Toshiyori discusses the origins of

waka, or “songs in the Japanese language” (%° £ & # Z & D). His emphasis on the Japanese

language suggests that Toshiyori is making a clear distinction between waka and kanshi. His
assumption that “in general, everyone born in this country is supposed to be pleased [lit. “like it”

Z D] to learn waka” also brings to fore the characteristic of waka as a native custom (fiizoku),

practiced by both men and women of all social status. Although Toshiyori does not state
explicitly, formal training in kanshi composition was exclusive to male members of the
aristocratic society. (However, instead of simply reiterating the commonsense notion that waka
is a Japanese custom, Toshiyori emphasizes people’s spontaneous “liking” for waka.)

Secondly, Toshiyori explains the present status of waka. Acknowledging its long history,
he points out that in poetry, “all available phrases are exhausted, and all possible words have
been put to use.” This refers to the state of waka at the turn of the twelfth century, when as a

result of the canonization of the “Three Imperial Anthologies” (=f\£E, Sandaishii), the

Kokinshii, the Gosenshii and the Shitishii, all expressions that did not appear in these collections
were considered inappropriate, thus greatly restricting the scope of poetic imagination. In fact,
as discussed in Chapter 3, similar criticism against conservative taste in waka had already been
made by Noin in his preface to his own waka collection in the mid-eleventh century.

In the same passage, Toshiyori also points out that “Nobody truly understands waka, but
everyone knows at least something about it. Likewise, no one can compose a truly excellent

waka, but everyone can at least produce mediocre verse.” Here again he seems to be contrasting

Ariyoshi and Fujihira, eds. Karonshii, SNKBZ 87, pp. 15-17.) Hashimoto’s translation into colloquial
Japanese tends to be too interpretive and somewhat misleading.
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waka with kanshi; for a Japanese person, even to compose a mediocre verse or two in Chinese
was difficult without learning the rudiments of the classical Chinese language. Toshiyori seems
to suggest that unlike kanshi, waka is simple enough to be practiced as a custom, but probably
because of its presumed simplicity, the essence of waka cannot be mastered, nor can one learn
how to “compose a truly excellent waka.”*

Thirdly, Toshiyori emphasizes the importance of “studying waka with a proper teacher,”
and “memorizing poems.” This was probably his practical advice for Fujiwara no Isako, for
whom the book was written, or for anyone who read the 7oshiyori zuiné in the hope of learning

waka, conveying the message that waka cannot be learned from a textbook. (This is analogous

to Oe no Masafusa’s teachings about master-disciple discipline in the Kanda Recension of the

64. The idea of the impossibility of learning waka through written treatises, especially those generically
called zuino (X, “principles of waka,” lit. “the myelencephalon”) itself is not a new idea. (Although

this understanding reappears in a slightly more unapologetic manner in Fujiwara no Shunzei’s Korai
fiiteisho.) The following passage from the chapter “Jeweled Chaplet” (%2, takamazura) of the Genji

monogatari presents the author’s view on the subject, spoken by her fictive protagonist Genji in his
conversation with Tamakazura:

[Prince Suetsumu] is knowledgeable about poetry collections and handbooks, and
has perused them all. Obviously, she borrowed phrases from these books. But
once-established expressions cannot be changed much. In the past, she sent me a
book made of workshop-paper, which [her late father]| Prince Hitachi had written,
saying that I should read it. The principles of waka were indeed restricting, and
there were many “maladies” which one was supposed to avoid. Because I never
considered myself a good poet, [having so many rules on composition] really
made it difficult for me to express myself freely, so I returned the book. [As for
Prince Suetsumu’s poem,] considering her knowledge of waka lore, it was rather
unoriginal.

EAODFEF W, K< HHRVOAD, AR LT, Z20HDFELZID
o3I, KADELBZMIZMIIILIZS IR ITFN, HWEOBTEOE
FEREIHMANDITE, MERORE T2 2R X, ETBIWLD L, AIHK
DOHNE E T AR I ZREFTED L2E, bLibhzinks
D, WESLEDP /) \NBETRLLREZID L2IE, oL TGRLT
F, I RO BB ADII-EI2TiZ, HEInTZZdHi,
(SNKBT 20, pp. 370-1.)
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Godansho.) Toshiyori then explains how his love for waka enabled him to compile “old leaves
of words, now washed away by the torrents of a waterfall,” the sources of which extended well
beyond the familiar terrain of the “Three Imperial Anthologies,” and included the Manyoshii and
oral teachings. Toshiyori even seems to suggest that whether it would benefit Isako’s education
or not, he was already committed to accumulating material about ancient poetic diction, as a way
of conserving the linguistic legacy of Japan and invigorating otherwise outmoded poetic
language and style. In other words, Toshiyori admits that the Toshiyori zuiné is a product of his
passion for waka.

Finally, Toshiyori states “not even the sovereign cares much about waka,” and thus he
directly beseeches the Fujiwara regent’s family—I inscribe my wishes on the backs of wisteria

(“Fuji” /i) leaves blossoming at the Kasuga Shrine (the patron deity of the Fujiwara)”—to serve

as the guardian of waka. After the death of Emperor Horikawa, an enthusiastic patron of waka,
in 1107, Toshiyori may have felt that neither Retired Emperor Shirakawa nor the young
sovereign (Emperor Toba) who was still a boy of ten around the year of the composition of the
Toshiyori zuind, would appreciate his devotion to waka.

Toshiyori’s statement provides an answer to the question of the dissociation of waka from
other artistic and literary pursuits called “Ways” in the Konjaku monogatari shii (ca. 1120), as
discussed in Chapter One. As Toshiyori testifies (although calling waka a Way), the ancient
practice of waka, which in the scholastic mind of the Konjaku editor failed to meet the criteria of
a “Way,” was in decline in the first few decades of the twelfth century. In the next chapter, I

discuss how Toshiyori’s contemporary Fujiwara no Akisue (/5 ZEEH, 1090-55) established

Rokujo School of waka, incorporated some of the salient formalities of Kidendo scholarship, and
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transformed waka practices from a native custom to his family’s prerogative. Especially under

the leadership of Akisue’s grandson Kiyosuke (/i H, 1104-77), poet-scholars of the Rokujo
family such as Priest Kensho engaged themselves in rigorous philological investigations, often
so as to further explore the issues unresolved in the 7oshiyori zuino. Nevertheless, like the lowly
cleaner who died with unrequited love for the empress, Toshiyori died without witnessing the
revival of waka that began in the 1150s. In the following late poem, Toshiyori reveals that it was
his own idea to compare his life to that of the herb-picker:

Since my wishes are always incongruous with reality, | composed this poem, wondering
how things would be in the afterlife:

BEZ EDREBRSEE RV, ObDHH W EHSIZLT

Even Amitabha’s blessing JTOAL

Can do nothing for L7500

My sadness e L EE

Due to the habits of my heart— ARIEZDEDODH

Picking bitter herbs. 72D ENBD 75
Conclusion

In this chapter, I examined how Minamoto no Toshiyori laid the groundwork for the
consolidation of waka studies by providing highly animated anecdotal explanations on some two
hundred old poems containing language unfamiliar to the average reader of the early twelfth

century. By analyzing Toshiyori’s commentary on an ancient poem that contains the expression,

65. Sekine, vol. 2, p. 102, poem #987. Also cited in Okazaki, p. 394.
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“the man [in the old legend] who used to pick bitter herbs” (seri tumishi hito), 1 discussed how
Toshiyori captivated the mostly female readers of the Toshiyori zuiné by providing entertaining
yet at the same time didactic setsuwa narratives, while making the future waka scholars and
philologists curious about the history of the poetic diction but frustrated by not providing
satisfactory answers. Inspired by Toshiyori, poets in later generations, including his son Shun’e,
intentionally alluded to the phrases discussed in the Toshiyori zuino, including the “the man who
used to pick bitter herbs,” while establishing the concept of son’i (poetic essence) concerning the
phrase. Poet-scholars, such as Fujiwara no Kiyosuke, Kenshd, and Fujiwara no Shunzei, also
followed Toshiyori by critically scrutinizing the many philological issues that Toshiyori had
overlooked.

The Toshiyori zuino is probably one of the most influential literary works of insei Japan
along with Oe no Masafusa’s Godansho. However, like Noin in the late eleventh century,
Toshiyori himself essentially viewed waka as a declining “Way” at the dawn of the insei period.
Toshiyori also provided memorable biographical details about Noin and his followers, and made
their abnormal devotion to waka a new standard of waka poets in the twelfth century. In his
understanding of suki (poetic passion) and the new Way of the Arts (suki no michi) Toshiyori’s

position is thus analogous to his contemporary, Masafusa.
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Chapter 8

The Rokujo and Mikohidari Schools of Waka and the Impossibility of Teaching Waka

Introduction: Three Stages in the Consolidation of Waka Studies in the Twelfth Century

After Minamoto no Toshiyori (Jif24H, 1055?-1129?), the composition and study of waka
thrived under the leadership of the poet-scholars of the Rokujo (755%) and Mikohidari (fHl1-/7)
branches of the Fujiwara clan. The fact that after Toshiyori’s Kinyo wakashii (52 EERI1EREE,
Collection of Golden Leaves, 1127), Fujiwara no Akisuke (&5 B8HiHi, 1090-1155) of the Rokujd
family compiled the sixth imperial anthology of waka, Shika wakashii (F{CRIHREE, Florilegium
of Japanese Poems, 1151), and that Fujiwara no Shunzei (B2, 1114-1204) of the
Mikohidari family followed with the Senzai wakashii (T-#8AIHKEE, Collection of Japanese

Poems for Millennia, 1187), succinctly demonstrates the influence of these individuals as
teachers of waka and as the leaders of the poetry schools they represented.

The Rokujo school of waka was founded by Akisuke’s father, Fujiwara no Akisue (/i
PHZE, 1055-1123), the son of Emperor Shirakawa’s (177 K &, 1053-1129, 1. 1072-86) wet-

nurse." The name “Rokujo” derives from Akisue’s residence at the intersection of Rokujo (Sixth
Avenue) and Karasumaru in Kyoto. Through his personal connection to Shirakawa, Akisue

became the emperor’s confidant (kinshin 3T ), and served in various prosperous provinces as

governor, despite his lack of a solid background in Chinese literary studies.” Before the twelfth

1. For Akisue’s biographies, see Inoue, pp. 85-95; Kawakami, pp. 974-92.

2. In Chapter One, I discussed how the lkamakami sheds lights on Akisue’s weakness in Chinese
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century, provincial governorships were customarily filled by the most academically gifted

scholar-officials, trained at the State Academy (K#%¢, Daigakuryo) and well versed in Chinese.

As I discussed in Chapters 1 and 2, skill in Chinese composition was indispensable for officials
in the ritsuryo state; like Latin in the European Middle Ages, classical Chinese was the lingua
franca of officialdom. Akisue’s socio-economical ascendancy epitomizes the final breakdown of
meritocracy in the imperial state, which in a sense had already begun during the Fujiwara
regency in in the eleventh century.’

Social historians have argued that the privatization of various public resources (both
human and material) was accelerated by Retired Emperor Shirakawa’s increasingly despotic
behavior following his abdication in favor of his young grandson in 1107, upon the death of his

son Emperor Horikawa (Jii[ K &, 1079-1107, r. 1086-1107).* In short, Akisue was a social
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“upstart,” whose political ascendancy was one of the many outcomes of the consolidation of

Shirakawa’s insei administration. As Retired Emperor Shirakawa was keen on reviving

composition, and how the author presented it as a reason for his failure to obtain a post he had long
coveted.

3. The anthology of Sino-Japanese compositions by scholar-officials, Honchd monzui, for instance,
collects numerous letters of application (sajo 2K written by disgruntled Academy-trained bureaucrats,

requesting various posts including governorships, at the beginning of the eleventh century. For my
discussion of one example of the genre, composed and submitted by Oe no Masahira, see Chapter Two.

4 Shirakawa was not necessarily “despotic” in the late 1080s through the late 1090s, after his abdication
in favor of his son Emperor Horimawa in 1086, the year often considered as the beginning of the insei
period. Even after his seemingly authoritarian act of abdication, Shirakawa still respected the practices of
the ritsuryo state during the early phase of his rule as a retired emperor. According to the social historian
Motoki Yasuo, the social climate changed only after the death of the regent Fujiwara no Moromichi
(1062-99), whose son and successor Tadazane (&9, 1078-1162) became a subordinate to Shirakawa.

Motoki (1996).

5. In his chapter on Hitomaro eigu, Watanabe Yasuaki calls Akisue an “upstart” (i, D 23> 72 A#)).
Watanabe 2009, p. 193.
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ostentatiously various customs and rituals of the ritsuryo state so as to camouflage the
fundamentally unlawful practices of his administration,® his protégé, Akisue also needed to find
his own way of establishing himself as a “cultured” man of power. Instead of expending the
effort necessary to attain the literary standards set by earlier scholar-officials in the study of
Chinese literature, Akisue merely imitated the Kidendo scholars’ manners in his waka-related
activities, while promoting his branch of the Fujiwara family as a house of waka specialists.

In the words of the literary historian Inoue Muneo (F:_E5REE, 1926-2011),“[w]hen an

individual with political power and financial success possessed average or above-average talent
in waka composition, cared about [lit. “liked”] it, and became passionate about it, it was natural
for him to become a leader in the field, or to be promoted to such leadership.”” This statement
does not adequately explain why Akisuke preferred waka to kanshi (nor why he made no efforts
to improve his Chinese), and instead suggests that he simply had a particular “fondness” (suki)
for the composition of waka. As a poet, whether Akisue personally represented the poetic ideal
of suki as his contemporary Minamoto no Toshiyori is,® is open to question, and the issue needs
to be examined carefully. In any case, the novelty and significance of Akisue’s literary activities
lay not so much in what he did as a poet; but rather in how he made the act of conducting waka-

related activities his own family’s prerogative, by transmitting his own teaching of waka to his

6. Shiwakawa was the first emperor in Japanese history to commission more than one imperial anthology
of waka (GoShizishii in 1086 and Kinyoshii in 1127) during his lifetime.

7. BUARHIMES - BV EM S 2R> A\WskiErZznz LEb 2 RANNIEZ RS, Mz 47
Ao BT, IV —7 DY) —y—icHfiI i, BldZ2 OHINLICH 2 DIZHATH %,
(Inoue, p. 94.)

8. For my discussion of suki and Minamoto no Toshiyori, see Chapter 7.
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son Akisuke.’
The second waka school that emerged in the twelfth century, the Mikohidari school was

founded by Fujiwara no Shunzei, who studied waka with Fujiwara no Mototoshi (/i 32,

1060-1142), a conservative poet who was critical of Minamoto no Toshiyori’s innovative

approach to waka."® The name Mikohidari originates in the name of the residence, Mikosatei (]
/255, “Mikohidari Residence”), which Fujiwara no Nagaie (2R, 1005-64), the sixth son
of Fujiwara no Michinaga (B =, 966-1027) and Shunzei’s grandfather, inherited from a son
of Emperor Daigo. Shunzei transmitted his teaching of waka to his son Teika (&5 E 2,

1162-1241), who after having participated in the compilation of the eighth imperial anthology of
waka, Shinkokin wakashii, with five other poets," singlehandedly edited the subsequent Shin

chokusenshii CHTHEIEEE, New Imperial Anthology of Waka, 1235). Teika counseled his son
Tameie (£52%, 1198-1275) in the art of compiling imperial anthologies by recording various
details of his court service as a teacher of waka in his kanbun diary, Meigetsuki (] H 5, Records

of the Clear Moon)."” After Tameie, the Mikohidari school further split into three branches, the

9. For biographies of Fujiwara no Akisuke, see Inoue, pp. 96-118. For those of Kiyosuke, see Inoue, pp.
119-149; Ozawa (1979), pp. 135-63.

10. For my discussion of Mototoshi’s criticism of Toshiyori zuind, recalled by Shunzei in the words of
Shunzei’s son Teika, see Chapter 7. For a biography of Fujiwara no Mototoshi, see Inoue, pp. 177-91.

11. See Huey (2002) for a detailed study of the compilation process of the Shinkokinshii. Also Watanabe
Yumiko’s book chapter in Suzuki and Suzuki eds. (2011), pp.103-14.

12. For a discussion of Teika’s meticulous recording of matters regarding the compilation of an imperial
anthology of waka, in conjunction with his ambivalent attitude toward those who he called, somewhat
pejoratively, koshi (4f--1:, waka fans, lit. “folks who like waka”), see Tabuchi, pp. 221-46. According to

Tabuchi, koshi were relatively inexperienced waka poets who pleaded with Teika to select their poems for
inclusion in Teika’s Shin chokusenshii. Tabuchi argues that despite his personal indifference to these
individuals, Teika nevertheless recorded his quotidian interaction with them in the Meigetsuki, because of
his “awareness [as the head of] a household [of waka]” (%X @ &) and his wish to preserve the
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Nijo (—-5%), Kydgoku (5E1f) and Reizei (13 5%), represented by Tameie’s three sons, Tameuji
(£, 1222-86), Tamenori (£524, 1227-1279) and Tamesuke (Z5fH, 1263-1328) respectively.”

This chapter examines the significance of the emergence of these two aristocratic families
that made the study of waka their household prerogative, while exploring a new meaning in court
service during the socio-politically volatile twelfth century in Japan. As discussed in Part One
and Part Two, members of the Sugawara and Oe clans were in charge of Chinese literary studies
at the State Academy during the mid-eighth through the mid-eleventh centuries, and thus the
monopolization of certain academic professions by particular aristocratic families was not a new

phenomenon. How then, did “waka studies” (#{“#, kagaku) become “household studies” (%7,

kagaku) of in aristocratic families as late as the twelfth century?

In light of the fact that by the beginning of the twelfth century, Oe no Masafusa (KIL[E
2, 1041-111 1), the scion of the Confucian Oe clan, was aware of the decline of his family’s

dynastic leadership in Kidendd scholarship at the Academy,' the idea of the consolidation of
household studies appears remarkably anachronistic. In fact, waka-scholars’ method of
establishing their household studies of waka was hardly innovative during its nascent period in
the early twelfth century, because they were mostly keen on imitating various formal and

ritualistic elements of the earlier Kidendo literati’s activities into their waka activities. As to why

information as “family precepts” (&£ill, teikun) for his son Tameie. (Tabuchi, pp. 239-41.)

13. For a study of the Reizei family, and the roles they played in the formation of medieval and early-
modern Japanese culture, see Steven Carter’s Householders: The Reizei Family in Japanese History
(2007).

14. See Chapter 5 for my discussion of Masafusa’s religious text, Zoku honcho 6joden, in which he
nostalgically recollects his scholarly ancestors’ achievements. See Chapter 6 for my discussion of how in
his Godansho, Masafusa explains his decision to impart some of his family’s secret teachings of the
Chinese classics to an enthusiastic young scholar from outside of his clan.
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the early-twelfth century pioneers of waka studies, such as Fujiwara no Akisue, drew inspiration
from the earlier kangaku scholars’ activities, we can only speculate.

Waka-composing courtiers in the twelfth century were attracted to the ways in which
middle-ranking Kidendd scholars of the preceding centuries partook in the formation and the
maintenance of the imperial state through fulfilling their highly specialized academic and
administrative roles, probably because they were living in a society which witnessed the very
dissolution of the ritsuryo state, including the institution of the Academy. As I discussed in
Chapter 2 in conjunction with my analyses of Kidendd scholars’ compositions in the literary

anthology Honché monzui (AEHSCHE, Literary Masterpieces of Japan, 14 vols., ca. 1058-65), at

the beginning of the eleventh century, academicians were already frustrated because the
Confucian ideal of scholars’ corroboration with wise imperial rulers to “build the state and

govern society” (F&[EiH1H) had been compromised by the Fujiwara regency. That can explain

why the Sugawara and Oe academicians “escaped” from officialdom to poetry composition and

claimed that fiigetsu (Ji\LH ), the act of poeticizing nature and expressing feelings associated with

it, was their family prerogative.

In retrospect, those twelfth century waka poets who embraced Kidendd scholars’ ways
appear somewhat limited in their insight, or in their academic acumen, because they appear to
have been overwhelmed by a sense of inferiority vis-a-vis those scholar-officials versed in
Chinese literature, like Masafusa, whose knowledge of the subject and ability to compose highly
sophisticated prose and verse in Sino-Japanese justified his ascending to one of the most
influential posts in the imperial bureaucracy despite his middle-rank background. Or,

alternatively, early twelfth-century waka scholars were aware that Kidendd and its bastion, the
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State Academy, were actually losing their significance, especially after Masafusa’s death in 1111;
and thereby became determined to take over the Kidendd academicians’ role as the producers
cum guardians of belletristic discourse in Japan.

In this chapter, I will examine how members of the Rokujo and Mikohidari schools
altered the hitherto widespread predominantly vernacular and quotidian image of the waka
composition as Japan’s “custom” (fiizzoku) into a more literary and academic pursuit, and then

redefined waka as a manifestation of an individual’s poetic sensitivity (JE7R, fitryi) or poetic
elegance (JiVHE, fiiga), on a par with kanshi. However, like Chinese studies (kangaku) in the

preceding centuries, waka studies (kagaku) in the twelfth century was a literary movement
founded upon somewhat contradictory ideas about poetry composition.

On the one hand, like literati in the past, waka poet-scholars of the twelfth century knew
that waka was a linguistic art form, a means of demonstrating innate ability to recognize and
react to internal and external phenomena, and express the particular feelings, emotions or ideas
associated with the stimuli by way of an effective use of language. Because this universalist
theory of waka had long been proclaimed in the prefaces to the Kokinshii (905)," and no poet-
scholars of waka in the twelfth century attempted to establish their own theories of waka without
acknowledging the Kokinshii prefaces,'® there must have been a shared awareness that the

composition of waka was ultimately a solitary act, based on the individual poet’s psychology.

15. For my analyses of the Japanese and Chinese prefaces to the Kokinshii, see Chapter 3.

16. For example, the openings passages of Minamoto no Toshiyori’s Toshiyori zuiné (see Chapter 7) and
Fujiwara no Shunzei’s Korai fiiteisho, which I examine in the final section of the present chapter, alludes
to the famous opening statement of the Japanese preface to the Kokinshii. Fujiwara no Kiyosuke’s
Fukurozoshi is also replete with references to the Kokinshii prefaces. (SNKBT 29, pp. 35-38, 52-53, 58.)
For more detailed discussion of twelfth-century commentaries to the Kokinshii, including the Chinese and
Japanese prefaces, see Chapter 3.
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On the other hand, waka scholars in the mid-to-late twelfth century were eager to
establish themselves as masters of waka, by promoting their own interpretations of the existing
waka discourse. This was followed by their withholding of their teaching and waka documents,
such as commentaries, manuscripts and carefully collated texts of the canonical texts of waka, to
their own family members. In other words, they showed little concern about “privatizing” the
fundamentally individual literary art form for the sake of securing their own and their
descendants’ social status as experts of waka.

Significantly, the different ways in which Kidendd scholars from the earlier centuries and
twelfth-century waka poet-scholars of the Rokujo and Mikohidari houses responded to these
antithetical elements at the core of their literary activities determined the level of their influence
as models for literary production in subsequent centuries. Kidendd academicians were unable to
problematize the contradictory issue in their highly specialized literary practices. As I discussed
in my comparison between the lives of Fujiwara no Akihira and Oe no Masafusa’s (Chapter 4),

the production of primers (%I1°#*=, yogakusho) or any introductory books of Chinese literature

had normally been considered the task of lesser professionalized academicians, such as

Minamotd no Shitagd, who compiled the first Chinese-Japanese dictionary, Wamyé ruiji sho (f&

SHERYD, Collected Encyclopedia of Japanese Nouns, ca. 931-38).17 In other words, the

17. See Chapter 5 of Brian Steininger’s dissertation for a biography of Shitagd and an analysis of the
Wamyo ruijii sho. Note that the Wakan roeishii (NIEEWIZKEE, early 11th century), the innovative,

topically organized literary anthology for an ordinary readership, juxtaposes Chinese compositions by
Chinese authors, Sino-Japanese compositions by Japanese authors (kanshi, kanbun) as well as Japanese
poems composed by Japanese poets (waka), was compiled by the courtier Fujiwara no Kintd (i 2T,

966-1041), who was not trained at the State Academy. Also, as discussed in Chapter 4, Fujiwara no
Akihira’s compilation of the Honcho monzui was a rare (perhaps the first) example of a Kidendd scholar
producing a literary anthology for the aristocracy.
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leading Sugawara and Oe scholars never wrote kanshi treatises for a general audience, while
transmitting highly specialized interpretations of Chinese Classics to their sons and a handful of
qualified students from other families, presumably verbally. Due to the high insularity of their
academic activities, as they gradually lost career opportunities during the Fujiwara regency, they
came to compose kanshi even more privately among themselves, and eventually ceased to

function as state Confucians (2%, juka) by the mid-twelfth century.

In contrast, Rokujo and Mikohidari poet-scholars were not limited by the old
academicians’ elitist attitude, and embraced the act of writing waka treatises for a general
aristocratic audience as an integral part of their professional activities. More specifically, neither
Fujiwara no Akisue nor his son Akisuke of the Rokujo school of waka appear to have been much
involved in writing waka treatises.' In this regard, the founding fathers of the Rokujo school
were more similar to the traditional Kidendd academicians, in that they did not write poetry
treatises. (In fact, it is known that Akisue transmitted his teaching of the Man yoshii to his son
Akisuke orally, not in writing."’) It was only the third-generational leader of the Rokujo school,
Kiyosuke (1104-77), who broke with this custom by writing thirteen waka commentaries and
treatises. Kiyosuke’s philological activities were followed by his half-brother Kensho, as well as
Shunzei of the Mikohidari in the 1180s. In the words of the literary historian Nishimura Kayoko

(PERHIMAT~, 1946-96), by turning to writing about waka, Kiyosuke “consciously explored and

18. Nishimura Kayoko also makes this observation: Z 21 % T [until Kiyosuke] /NGERKFZ D A4 (L H
EZRIQREEZEI oD L, EHIZE NI 2 zfT> 7, (Nishimura, p. 192.)

19. BEifIE. 05 TEELEOHEREZ T 2% ED—J7 T, AHZPAWEEORERICHBEE W
LRSS, RERTHBYEECEALZR BRSO - DX, BEEliTH 25 S5 L, (Ibid, pp. 182-3))
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eventually found his own identity as a specialist in the Way of waka.”*

Particularly in the mid-to late twelfth century, by writing waka treatises, the leaders of the
Rokujo and Mikohodari schools seem to have accepted the aforementioned paradox in their own
literary practice by emphasizing the difficulty of teaching the composition of waka, and
consequently succeeded in augmenting their authority as teachers of waka because of the
purported unattainability of the “truth” concerning the art of waka. Although their writings on
waka were hardly “theoretical” in the modern sense, as we will see in this chapter, unlike the
earlier Kidendo literati, the majority of whom left no teachings in writing and are remembered
mainly as poets, the poet-scholars of the Rokujo and Mikohidari schools remained influential
throughout pre-modern Japan, as pioneers of studies of the Japanese Classics, such as the
Man’yoshii and the Kokinshii.

Existing scholarship on the Rokujo and Mikohidari schools has placed too much
emphasis on the styles of poems composed by poets representing them, and undermined the
significance of their common undertaking as leading “waka households” (waka no ie). Japanese
literary scholars have meticulously examined the particular roles these rivaling schools of waka
played in literary histories of waka, but did not much discuss the schools’ significance in the
larger context of cultural and intellectual histories of early Japan.”!

In this chapter, I propose to view the Rokujo and Mikohidari schools not so much as

rivals but as representatives of different stages in the consolidation of kagaku (FR°¢, waka

studies) or the Way of waka (#XiH, kado), which took place throughout the twelfth century. The

20. A DBEDOMIFEFR E LTOHD %, LEWICHRENIZEED B> Tva - 72 [...] (Ibid., p. 192.)

21. For an overview of the subject, see for instance, Yoshino Tomomi’s book chapter in Suzuki and
Suzuki eds., pp. 88-98.
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formation of kagaku can be divided into three phases: 1) 1110 through 1120s; 2) 1130-1170s; 3)
1180-1204.

During the first few decades of the twelfth century, as I discussed in Chapter 1 in
conjunction with my reading of the setsuwa collection, Konjaku monogarishii (ca. 1120), waka
was not considered an object of academic pursuit on a par with Chinese poetry and Buddhism.
Minamoto no Toshiyori also lamented the “decline of the Way of [waka]” in the introductory
passage in his waka treatise, Toshiyori zuino (ca. 1111-15). This is when Fujiwara no Akisue
founded the Rokujo school of waka, mainly by imitating kangaku scholars’ literary activities,
such as conducting certain literary-themed rituals formerly held at the State Academy. During
this period, Akisue consolidated the foundation of household studies of waka, specifically by

initiating the Hitomaro eigu (NJE524, An Offering to Hitomaro’s Portrait) ritual in 1118, and

exclusively passing on the right to conduct this ritual to his son Akisue.”

While closely working with Akisue even as one of the guest poets at his Hitomaro eigu,
Minamoto no Toshiyori made another significant contribution to the revival of waka, by
demonstrating the spirit of suki (poetic passion) in his anecdotal explanation of numerous ancient
words and phrases in the Toshiyori zuino, as well as in his experimental use of them in actual

waka composition. In short, during the first three decades of the twelfth century, Toshiyori and

22. Nishimura introduces the opinion held by Yamada Shozen (ILIHIIH42) in his 1966 study that Akisue’s

performance of the Hitomaro eigu ritual symbolized the “establishment of an [aristocratic] household
specializing in the Way of waka” (fKiIEZ D i 3Z). However, in pointing out that this view was amended

in a 1984 study by Inoue Muneo, who wrote that this phenomenon only took place when “Akisue handed
down the portrait of Hitomaro [used in his 1118 ritual] to [his son] Akisuke” (BHZEASFAEH I AL % W

9> 721K ), Nishimura also supports the latter’s view. She calls such transmission a sign of Akisue’s
“bequeathing his own lasting influence as a poet to his own son” (KA & L CTOKMGiMEZE FICFEL 72 B
D [...]D (Ibid., p. 180.)
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Akisue explored and represented universalist and utilitarian approaches to waka, in writing and
hosting a new type of poetry gatherings, respectively.

The first section of this chapter examines Akisue’s Hifomaro eigu ceremony. Particular
attention will be paid to Akisue’s collaboration with the Kidendd scholar Fujiwara no Atsumitsu

(BRI O, 1063-1144) on this occasion. I argue that Atsumitsu’s unprecedented personal

involvement as a kangaku scholar in this waka-centered event marks the changing realities not
only of the lives of waka poets, but for Kidendo scholars in the late 1110s. By analyzing
Atsumitsu’s waka preface (wakajo) written to commemorate this new ritual, I examine how
Atsumitsu redefines waka from an ambiguously designated native custom to the very

“source” (A, moto) of all local customs in Japan, presumably including the composition of

kanshi. 1 also compare the poems composed at the Hiromaro eigu ritual by Akisue and
Minamoto no Toshiyori. By contrasting Akisue’s conventional compositional technique with
Toshiyori’s, which embodies his commitment to actualize the poetic lives of model poets from
antiquity through his suki (poetic passions) and imaginative use of ancient diction, I reveal two
contrasting foundations, one formal and the other imaginative, of the consolidation of waka
studies in the mid-twelfth century.

The second phase of the formation of waka studies revolved around the further
consolidation of the Rokujii school by Akisue’s son and grandson Akisuke (1090-1155) and
Kiyosuke (1104-77), through the former’s compilation of the imperial anthology Shikashii (1151)

and the latter’s numerous waka treatises and his collation of “in-house” editions of various
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canonical texts of waka such as the Kokinshii.” According to Nishimura Kayoko, the Rokujo
school of waka “gradually clarified” the workings of their waka studies by adding “one newly
designated item” every time a patriarch transmitted his teaching to the next generation: “Akisue
passed on the portrait of Hitomaro to Akisuke, Akisuke added to it an ink-grinding stone with a
cover and a partition, [...] and eventually Kiyosuke added waka documents when he passed on

his teaching to [his younger brother] Suetsune (Z=5#%).”** It is highly plausible that Akisuke

treasured the ink stone with which he drafted the first imperial anthology of waka compiled by a
member of the Rokujo household, the Shikashii. Likewise, Kiyosuke’s designation of his own
“waka documents” suggests that by the end of his life, the waka production of the Rokujo school
shifted from a ritualistic space to a textual one, while making the act of waka composition ever
more intertextual, rather than simply interpersonal.

Like his grandfather, Kiyosuke was eager to incorporate various trappings of Kidendo
academicians’ literary activities in his waka practices. For instance, he wrote the majority of his
waka commentaries, essays and treatises in kanbun, which was unusual for waka poets at the

time, and also hosted a waka version of yet another Kidendo scholars’ traditional literary event

23. For a complete list of Kiyosuke’s waka commentaries and treatises, see Nishimura, pp. 186-88.

24. BFEPN 2B 2 T, BRI AN Z, Bl Z UM A TRz &, 2020
ZEALLTRBIBE L 72, MOFKEF ) 24D b D—HIFDONREKFRKICEWTE, 20Xk
W LTCZDH N M2 ICHHBELI N T o7DTH A9 b s, LTEHD S FLEIC
BRI LB P ITiE, Bl AICCE W H & LTI kI s 2 &1k %, (Ibid., pp.
180-81.) Nishimura’s description is based on Sasaki Takahiro’s (% K1) 1990 study on the

Hitomaro eigu. The earliest reference to the three symbolic objects of the “Hitomaro portraits, ink
grinding stone with a cover and a partition, and waka documents™ is found in an anecdote about Kiyosuke
in the setsuwa collection Kokon chomonjii (1254). (SNKS 59, p. 258.)
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called Shoshikai (W64, Poetry Gathering for Elderly Men) in 1172.% In short, before his death

in 1177, Kiyosuke succeeded in transforming his family’s Rokujo residence into a new
“Academy” (daigaku) of waka, hence his humorous yet highly self-conscious signature as “The

Former Scholarship Scholar of Waka Kaki no shita Mitsura” (Hi R SE M T 85 E) or “An
Aged Confucian of Waka, Fujiwara” (AR [HFEE)5) in various texts.?

By calling himself a “Waka Scholar” and “Aged Confucian,” Kiyosuke displayed pride in

his encyclopedic knowledge of waka lore. For instance, his masterpiece Fukurozoshi (335K,

25. The Kokon chomonji recounts the details of Kiyosuke’s Shoshikai gathering held on the nineteenth
day in the Second Month of 1172. (SNKS 59, pp. 257-62. The Shoshikai gathering originated in China,
and was first conducted in 845 by the Tang poet, Bo Juyi (I1)&5 %), 772-846). In Japan, the earliest such

gathering on record took place at the residence of Grand Counselor Minabuchi no Toshina (F§il4E44) in
877.

26. The name “Kaki no shita Mitsura” is a hybrid of three ancient poets: Kakinomoto no Hitomaro (fifiA
NJBR ) of the Man 'yoshii, and Oshikoshi no Mitsune (ML @‘I‘E) and Ki no Tsurayuki (%BEZ) from

the Kokinshii. (Emphasis added for the syllables Kiyosuke appropriated.) According to Nishimura
Kayoko, Kiyosuke referred to himself in this playful manner throughout his lifetime; four variants are
found in different waka documents he wrote and edited. First, the aforementioned “Former Scholarship
Scholar of Waka Kaki no shita Mitsura” (HiFIEKFSSE 44l T 45 8) is the earliest example used in his

waka treatise, Ogisho (B34D, ca. 1135-41). Second, Kiyosuke employed a similar signature, “Former
Scholarship Scholar of Waka Yamabe no Sukune” (HijF1ERASSE 4L L3218 #5 1) in his “report” ()L,
kanmon) on the biography of Hitomaro, entitled “Hitomaro kanmon” (AFL#) 3, 1153), which survives

only as a citation in Kiyosuke’s own waka treatise, Fukurozoshi. The name “Yamabe no Sukune” evokes
the Man 'yoshii poet Yamabe no Akahito (ILI727% A). Third, in the manuscript of the Kokinshii collated

and transcribed in his own hand from Emperor Sutoku’s manuscript in 1160, Kiyosuke calls himself
“Scholarship Scholar of Waka Kiyosuke” (F1#kf53£ 4 7). Finally, in the opening of Book 2 of the

Fukurozoshi (ca. 1157-58), Kiyosuke refers to himself as “An Old Confucian of Waka Fujiwara” (F1#K[H
{5, Nishimura points out that “the degree of humor and humility” in Kiyosuke’s signatures

gradually decreased as time passed to the point where he eventually integrated the “scholarly” and
“Confucian” elements of his titles with his own names (Kiyosuke, Fujiwara) in the final two examples,
suggesting that Kiyosuke became more “confident” with his own role in society as “a scholar of

waka.” ([...]JEi& « 4l & b2, BEEESCHIBOAAGVIENTYW S D3b2 5, ZIUIFE%
BOICONTEMORBD X ) R bDZEL ¢, THROEETHIHT) ~DHEDEE
DZFbTLHIZHEZ %, Nishimura, p. 191.)
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Pocket Books, ca. 1157-58, 2 vols), one modern annotated edition of which is over three-hundred

pages long,” gathers numerous “precedents” ({5, kojitsu) and his teachings on such topics the
proceedings of waka parties (F#{4Y); rules and manners regarding the public recitation of waka;
the Daijoe (RE 4%, an emperor’s inauguration) ceremony?; formats of waka prefaces (F15K
J¥)?’; a list of Japanese readings for the official titles of state ministers and offices; rules for the

compilation of imperial waka anthologies™; details concerning the compilation of waka
anthologies from the Man 'yoshu through the Shikashi’'; the relationship between the two
Kokinshu prefaces’”; notable manuscripts of imperial anthologies of waka; privately compiled

anthologies (FAZXE2)¥; obscure names of poets in waka anthologies*; “miscellaneous

discussions” (HER%, zodan) that contain various biographical details about historical poets in the

manner of setsuwa™®; reflections on how waka composition changed people’s lives, including his

own’; a collection of rare poems (#if\HK);*’ [the following appear in Book 2 of the

27. SNKBT 29.
28. SNKBT 29, pp. 27-31.
29. Ibid. pp. 31-32

30. Ibid., p. 34.

31. Ibid. pp. 35-53.

32. Ibid. p. 53.

33. Ibid. pp. 67-68.

34. Ibid., pp. 70-73.

35. Ibid., pp. 74-143.

36. Ibid., pp. 104-105. Kiyosuke recollects his promotion to the Fourth Rank due to his service as a
“waka poet” (#wt) during the reign of Retired Emperor Toba.
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Fukurozoshi] poetry contests (FI#K#Y) in history, beginning with the Teishiin Poetry Contest (5*
FBEak Ay, 913)* through the “Poetry Contest at a Certain Person’s Residence” (BT &,

1138), and all the relevant details about these events such as the dates, locations, settings, dress
codes, preassigned topics, participating poets and judges, judges’ comments and results;>

“sample poems” (F1#K) displaying various “maladies” (%, yamai), or compositional errors®;
and poems that contain unusual words and phases (Fk2% H-K). "

In terms of the length and the comprehensiveness of the coverage of topics, Kiyosuke’s
Fukurozoshi is analogous to Minamoto no Toshiyori’s Toshiyori zuino. However, its pronounced
emphasis on details about the production and reception of imperial anthologies, poetry contests
and other ceremonies attests to Kiyosuke’s passion not only to record ancient poetic diction but
all the formalities associated with the composition of waka in history. In this regard, it is not
surprising that in the Fukurozoshi, Kiyosuke frequently cites factual information about literary

events that took place at the imperial court from the Goki (JL.5L., Oe’s Diary),* while mentioning
“Lord Toshiyori’s commentary” (245 2 DDV, Toshiyori zuins) only twice. In other words,

Kiyosuke limits his references to court service only to those directly relevant to waka, but the

37.Ibid., pp. 143-171.
38. Ibid., p. 216.

39. Ibid., p. 280.

40. Tbid., pp. 295-323.
41. Tbid., pp. 313-37.

42. For an example of Kiyosuke’s reference to the Goki, see the Fukurozoshi passage which introduces
the “Group of Six Waka Poets” (FI#7N A4i). For my discussion of this anecdote from the

“Miscellaneous Discussions” (zodan) section of the Fukurozoshi, see Chapter 3.
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ways in which he juxtaposes and records them in his terse kanbun appear to have been inspired
more by the Goki and other reference books by Oe no Masafusa, such as the Goke shidai (JL.5X

K, The Oe Family's Records of Court Ceremonies), rather than the waka treatise Toshiyori

zuino.?
In a literary history of waka, it was for his “eruditeness” that Kiyosuke was remembered
and praised. In his waka treatise-cum-collection of setsuwa narratives about waka poets from the

twelfth century, Mumyosho (34449, Nameless Commentary, after 1211), the waka poet Kamo
no Chomei (18&HH, 1155?-1216) introduces an anecdote in which his teacher Shomyd (i,
1111-active 1188) stated that “Kiyosuke’s erudition in the field of waka was unmatched.” (75 i
R, MDA DINF TS AN L, )™ Likewise, in the Kenchii mikkan (WAIE%1), Secret
Studies on Kensho's Commentary to the Kokinshii, 1221), Fujiwara no Teika calls Kiyosuke a
“Confucian scholar of waka, who mastered the subject in a highly reasoned manner.” (FI#R D
T, Z2EDLSBELRNDITAEAICIZREHI, ) Why did Chomei and Teika place
so much focus on Kiyosuke’s “erudition”? What is the significance of the appearance of such an
“erudite” scholar of waka in both literary and intellectual histories of early Japan?

In fact, too much emphasis on Kiyosuke’s “scholarliness” obscures two equally

remarkable aspects of his philological activities as the third-generation patriarch of the Rokujo

school of waka. Firstly, the enthusiasm for waka lore Kiyosuke demonstrated in his writings is

43. It goes without saying, however, that Kiyosuke most frequently cites the Man ’yoshii and Kokinshii.

44. KKS 7, p. 224. For my brief discussion of Shomyo’s waka activities, including his commentaries on
the Chinese and Japanese prefaces to the Kokinshii, see Chapter 3.

45. Quoted in Nishimura, pp. 175 and 192. The text of the Kenchii mikkan is available in NKT bekkan 5.
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yet another manifestation of suki (poetic passion), or the love for waka and its poetic language,
which essentially motivated Minamoto no Toshiyori to write his Toshiyori zuino. Neither
Kiyosuke’s father nor grandfather exhibited this fundamentally selfless attitude in their waka-
promoting activities. Certainly it cannot be denied that Akisue conducted the Hitomaro eigu, and
Akisuke compiled the Shikashii out of their “love” for waka. However, as I will discuss in the
first section of this chapter, in Akisue’s case, his desire to attain self-respect by making the
hitherto casually practiced waka composition an austere ritual seems to have outweighed his
“poetic passion” per se.

Kiyosuke followed his grandfather’s path by writing waka treatises in kanbun, and
making the history of waka appear as formal and official as that of any other court rituals.
Nevertheless, his method of doing so is remarkably similar to Toshiyori’s anecdotal way of
commenting on ancient poetic expressions. For these reasons, in order to understand the
significance of Kiyosuke’s philological activities, it is not enough to uncritically repeat the view
constructed in the the medieval setsuwa collection Kokon chomonjii, that the Rokujo family’s
teachings are characterized by their linearity, symbolized by the transmission of particular
objects such as the portrait of Hitomaro and the ink grinding stone. I argue that it is more
important to investigate why Kiyosuke so soon had to change the course of his family’s waka
studies by turning to text-oriented activities such as collating canons of waka and writing
commentaries. To do so, we have to trace the influence of Toshiyori’s non-utilitarian approach to
waka in Kiyosuke’s own writings.

Secondly, no matter how “encyclopedic” Kiyosuke’s writings are, the extent to which he

remains non-judgmental about many of the issues he introduces in his writing is puzzling to the
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modern reader. For instance, as discussed above, the Fukurozoshi contains information about
almost every aspect of the practice of waka composition from ancient times through the mid-
twelfth century, including such details as how to write down poems, topics, poets’ names and
their titles and offices on paper.* However, in the same book, Kiyosuke does not even once
express his own understanding of how he composes a waka poem, or how his student should
aspire to do so. It is possible that observing the precedent set by his grandfather and father,
Kiyosuke reserved the most important element of his teachings for verbal transmission. Or
simply, as Minamoto no Toshiyori had discussed in the introduction to the Toshiyori zuino,”
Kiyosuke also acknowledged that teaching the compose of waka was nearly impossible.

This issue of impossibility of teaching waka was to be more directly addressed, if not
entirely solved, by poet-scholars of the Mikohidari school. Nevertheless, without becoming self-
reflective about the subject-matter, Kiyosuke also touched on the difficulty of teaching waka, by

including anecdotes about N&in and his teacher of waka, Fujiwara no Nagatd (J#&)i 88, 949-?)

in the Fukurozoshi. The second part of this chapter will explore Kiyosuke’s teaching of waka
mainly by analyzing the meaning of what he does not explain in his “encyclopedic” book.

The third phase of the consolidation of waka studies in the twelfth century is

46. SNKBT 29, pp, 8-11.

47. “Customarily, people attempted to teach waka to children, and to instruct inexperienced poets by
explaining the various styles of waka, by pointing out the eight ‘maladies,” and by establishing nine
criteria [for poetic excellence.] Nevertheless, if one does not study [waka properly with a teacher] and
receive [correct instruction], it is hard to understand the essence of waka. Likewise, if one does not
memorize [poem by rote] and study them with care, one can learn very little about waka.”

ZHL/N\NIRIE, BFELOTVEbYE, POOELAL, WDLAZH6IELT, 0E
EREVMZ > LN, 2HD0BIZLEZILELLUAYDHD, LriddbnE, BoUDkAIN
X, S EZHFEPL, IPXRTERIFTIIUL, BIZW2 Z &3 %L, (Transcribed from
Reizeike Shiguretei Sosho 79. Also in SNKBZ 87, p. 16. Translation is mine.)



341

characterized by the leadership of Fujiwara no Shunzei (BEIE{21K, 1114-1204), the founder of

the Mikohidari school of waka, who became influential after Kiyosuke’s death in 1177. Shunzei
was already actively composing poems in the mid twelfth century, during the lifetime of

Emperor Sutoku (53fE°K &, 1119-64, r. 1123-41). For instance, as early as 1140, Shunzei
composed a series of one-hundred poems entitled, Shukkai hyakushu GREE E, One Hundred
Poetry Sequence on Personal Grievances), on the theme of “personal grievances” GAM#E, shukkai

or jukkai).* Emperor Sutoku, who was forced to abdicate young, politically ostracized by his
father Retired Emperor Toba, and himself an avid waka poet, took a great interest in Shunzei’s
ability to express variations and ramifications of the personal feeling of “disgruntlement”
through the sophisticated waka composition. As soon as recognizing Shunzei’s talent in
composing highly evocative waka with emotional appeals, Retired Emperor Sutoku included him

as one of the fourteen poets for his Kyitan hyakushu (/A% H & One Hundred Poetry Sequence of

the Kyiian Era, 1145-51).* In 1150, Sutoku further ordered Shunezi to topically categorize the
completed versions of the Kyiian hyakushu poems.

Because this period of Shunzei’s early activity as a prolific waka poet coincides with the

48. According to Yoshino Tomomi, in his Shukkai hyakushu, Shunzei added the theme of “personal
grievances” (jikkai) to each one of the one-hundred compositional topics (&, dai) from the Horikawa

hakushu (Y8 ¥4 &, One Hundred Sequence Poems Composed for Emperor Horikawa, ca. 1105).

(Suzuki and Suzuki, eds., pp. 93.) Because the literary anthologies of Sino-Japanese writings, Honcho
monzui (ca. 1058-65) and its sequence, Honcho zoku monzui (ca. 1155-63) are replete with compositions
through which Kidendd scholars expressed their “personal grievances” such as dissatisfaction with the
slowness of their promotion in imperial bureaucracy, or inevitability of aging and death, it is plausible that
Shunzei’s introducing the subject of “personal grievances” as poetic trope is yet another example of
twelfth-century waka poets’ incorporation of Kidendd academicians’ literary traditions. For my
discussion of one of such example from the Honché monzui, a letter of application (sajo) written by Oe
no Masahira, see Chapter 2.

49. Ibid.
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time when Kiyosuke was producing his commentaries and treatises by calling himself a “scholar
of waka,” Shunze and Kiyosuke are often regarded not only as contemporaries but also as rivals.
One of the early textual sources of such constructed images of the two poet-scholars is the

following passage from Kamo no Chomei’s Mumyasho (after 1211):

Kenshd made the following comment: “Regarding the judgment of waka
[at poetry contests] in recent times, Lord Shunzei and Lord Kiyosuke are
equally prominent. Nevertheless, they are both biased judges, but of
different kinds. [When pointing out compositional mistakes], Shunzei
seems to acknowledge that he himself also makes [similar] errors, and
without much criticizing, says things like ‘because it is just the way things
have been, how can it be not like this?’

In contrast, Kiyosuke appears immaculately fair-minded, and shows no
signs of being biased. When someone raises questions [about Kiyosuke’s
comments], however, he changes his facial expression, harshly criticizes
[that person’s opinion] and argues back. When this happens, Kiyosuke’s
message is clear, and no one dares to make further comments.

PR, TZoEHOMMOHL, R, WHilsE, 39k EHEk
Do LdHsz, LOHIREDIHAEZELRZICEDT, 209 DE
D720, BEINE, BOMFERLZ T EEAZRAMBICIT, WEDLDH
5MET, PR SO RIUL, SR b0yidy BEPIHIC
Wi E, FEIEE X, MR AL I TERRR 2R 10T, REEE
WASEIZE, OB RBEICHLIEIT, BOIOPLSANDNEL T L
nELHNE, JOZEBRY) ThHhoBOMwmE LN L2IE, ADRTZ
OHZELMEFT, EHICVODEHE[ L) E, | °

According to Chomet, the source of these biographical sketches of Shunzei and Kiyosuke

is Kensho (WHHA, ca. 1130-ca.1210), Kiyosuke’s half brother. As is usually the case with setsuwa

50. KKS 7, p. 226.
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discourse, presumed to have been transmitted orally, the verisimilitude of the narrative cannot be
ascertained. In this anecdote, remarkably, Kensho of the Rokujo family does not necessarily
provide a favorable portrait of Kiyosuke.”!

Recently, the Japanese literary historian Nakamura Aya (HH 1 30) criticized the
traditionally held view that the mid-to the late-twelfth century kagaku (fK’¥:, waka studies)
revolved around the rivalry between Rokujo and Mikohidari schools of waka.”> Calling attention
to the fact that both Rokujo and Mikohidari poets, as well as those individuals not usually
associated with either one of these “waka circles” (#38, kadan) participated in waka events held
at Shun’e’s (25, 1113-active 1179, Minamoto no Toshiyori’s son) residence in the Shirakawa
(1) district in Kyoto, called Karin’en (#t#431i, “Poets’ Garden™), Nakamura proposed a new
literary history of waka, which questions the preconceived notions about different “waka
circles.” Accordingly, Nakamura redefined Shun’e’s Karin’en, long considered a third waka

circle where poets who did not belong to either Rokujo or Mikohidari schools congregated, as a

shared space of poetry composition, spontaneously formed by “those poets, prompted by poetic

51. For an important study of Kiyosuke and Kenshd, in particular the differences in their interpretations of
some of the most fervently discussed ancient poetic diction suchas “b b H 5" «“k L 2P L - IFL &

L~ and “f5DH " ZF,” see Nishimura, pp. 229-248. Nishiura’s view on the two key poet-scholars of
the Rokujo school is summarized in the following statement: “[...] /N&& * fHIF-ZED R S A7 B %
e AR, HEEBCIROGwRFICE T, HHiOHE > & P RNV L ZODWHRTH
57 8, ZOWF LD E OBIRIE, 43 L D HHEE X272\, (Nishimura, p.
230.)

52. See Nakamura Aya’s book chapter, “Uta ga yomidasareru basho--karin’en josetsu” (A2 ik & Hi & 41
% B3t — iRk SEF L), originally published in Waka bungaku ronshii henshil iinkai, ed., Heian koki no

waka, 1994. (Nakamura, pp. 370-400.) For an earlier scholarship of Rokujo and Mikohidari schools, see
for example, Ozawa (1979), pp. 77-96.
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feelings (JAAEL, fiigashin).”™

Nakamura’s attempt to construct a revisionist literary history of waka by paying a closer
attention to individual poets’ psychological propensities such as their “poetic feelings,” is highly
insightful. However, because her study focuses on Shun’e’s Karin’en, it does not address
particular issues regarding the Rokujo and Mikohidari schools of waka, nor discuss what the key
concept “poetic feelings” meant for Rokujo and Mikohidari poets, and how it affected their
participation in Karin’en. In fact, the existing scholarship on twelfth-century waka studies seems
to focus too much on the differences between Rokujo and Mikohidari schools, while eclipsing
the more fundamental impact they left as an aristocratic family unit on cultural and intellectual
histories of Japan.

Viewed in retrospect, the differences between the two schools became pronounced mostly
at the very end of the twelfth century, through their respective polemical texts on waka. For

instance, on the one hand, in his Roppyakuban chinjo (75 H &R, Appeal Against Shunzei's
Judgement at the Roppyakuban utaawase), Kensho (W, ca. 1130-ca.1210) of the Roku;jo

school refuted Fujiwara no Shunzei’s comments on a series of poems he composed at the

Roppyakuban utaawase (75 Ze K £x, Poetry Match in Six Hundred Rounds, 1193). On the
other hand, in the Korai fiiteishé (25 RJBIKYY, Commentary on Old and New Poetic Styles, 1st

edition 1197, second edition 1201), Shunzei criticized Rokujo scholars’ theories on issues such

53 JAHEDNC 9 B INLMALEBREORICS AL, THhk &P Hb TR, 220
PO Z DD IR D 32728 T 7z, Ibid., p. 385.

54. The Roppyakuban utaawase was sponsored by the regent Fujiwara no Yoshitsune (/i R#%,
1169-1206).
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as the proper reading of the basic terms, choka (J#K, “long poems”) and tanka (FGHK, “short

poems)*’; and their uncritical appropriation of the standards set by kanshi poets such as rhyming
schemes into waka composition.*® Probably before seeing Kensho’s rebuttal in the Roppyakuban
chinjo, Shunzei reiterated his disagreement with the scholar-poet over the interpretation of the

poetic word, “Kawayashiro” (W[l water shrine) in the Korai fiiteisho.”

These textual debates certainly attest that by the end of the twelfth century, both Rokujo
and Mikohidari schools of waka had grown into major forces with their own sets of values and
ideas regarding the history of waka. However, shedding light only microscopically on their
different positions in individual issues such as an interpretation of a poetic word, obscures their
shared efforts to make the composition and study of waka their own family professions. In fact,
it is obvious that Kensho and Shunzei polemicized in the aforementioned texts so as to
distinguish their own teachings from others, and promote themselves as more authentic
guardians of waka tradition. The third section of this chapter will examine Shunzei’s waka
treatise, Korai fiiteisho, and how he presents and promotes himself as a teacher of waka, by
comparing the difficulty of waka composition to that of attaining the Buddhist “truth.” By
critically examining literary texts written by influential teachers of the Rokujo and Mikohidari

schools of waka, I will uncover hidden links between the two schools; and by doing so,

55. L b %, FORMEREVSZE, BELVHOVHL2HLD, [..] 2%, HlEHELH
LED, WELDPOLOTHINE TEETRHLE2DDITIE, DENICEEZ Tk, LEOTHE
ECREELP, LI LPNEDHEEDREZFTOLEDNE, D EANIH—FOKK - Fifkzr TR
W EESOAMMNIE, TEEELFEL BRI 21D, (Korai fiiteisho, KKS 7, pp. 47-49.)

56. Ibid., pp. 92-93.

57. Ibid., pp. 69-70.
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investigate why the cultivation of the individual person’s “poetic mind” or that which has been

variously called fiiryii (JAJ) and firgashin (JAHE/L»), was promoted through these hereditary

units in twelfth century Japan.

2-1. Fujiwara Akisue and the Hitomaro eigu Ritual

In 1118, Akisue invited Minamoto no Toshiyori to perform the role of “master of

waka” (FIHR D73 ]T) at a ceremonial event called “An Offering to Hitomaro’s Portrait” (\J& 5
£, Hitomaro eigu).*® Kakinomoto no Hitomaro (fl. ca. 690) is a prolific poet whose works are
featured in the Man yoshii (ca. 785). Hitomaro had long been recognized as a “patron saint of
poets” (KDL b - FIHKAL); the Japanese and Chinese prefaces to the Kokinshii (905)
referred to him as such, along with another Man 'yoshii poet, Yamabe no Akahito (ILIZA7R A,
active in the early 8th century).” However, during the tenth and eleventh centuries, the canonical

status of Hitomaro among waka poets did not result in his becoming the object of cult worship.

The modern literary scholar Sasaki Takahiro ({42 % KZ£7%) suggests that the idea of the

58. SNKS 59, p. 233.
59. This translation appears in Shirane (2007), p, 68.

60. SNKBT 5, p. 11. Interestingly, there is a subtle difference in the treatment of Hitomaro and Akahito
in the Japanese and Chinese prefaces to the Kokinshiz. On the one hand, the Japanese preface singles out
Hitomaro as a “poet sage” (KD O U D). (Ibid., pp. 11-12.) Highly positive comments on Akahito

follow the designation of Hitomaro as a poet sage, but it is clear that this epithet is only meant for
Hitomaro. On the other hand, the Chinese preface states that Hitomaro and Akahito “are equally
immortals/sages of waka” (MEFTHRALM). (Ibid., pp. 342-43.) In formulating the ritual worshipping of

Hitomaro, it is highly plausible that Akisue was under the influence of the Japanese preface to the
Kokinshii preface, or intentionally preferred to accept its theory on the “sages of waka.” For a general
discussion of the influence of the Japanese preface to the Kokinshii on twelfth-century scholar-poets, see
Commons, p. 117.
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Hitomaro eigu was likely to have been inspired by the “Confucian Rites” (FREZ, sekiten or

shakuten, Ch: Shidian), traditionally held biannually at the State Academy. Originally
transmitted from China, the first sekiten was conducted as early as 701 in Japan.®' During this
rite, portraits of Confucius and his ten principal disciples were honored by participants’ offering
foodstuffs (mainly meat), reading and discussing the Confucian classics, and composing Chinese
verses.” By the early twelfth century, the ritual had expanded into a full-fledged state-sponsored
event with over one hundred participants, mainly professors and students in the Academy.” In
her book on the reception history of Kakinomoto no Hitomaro, Anne Commons points out that “a
likely immediate model for Akisue’s Hitomaro eigu in terms of size and setting, was private
sekiten held at the residence of a member of the Oe clan (a scholarly family) in the Twelfth
Month of 1114 [...]”** Commons also discusses the influence of particular rituals of esoteric

Shingon Buddhism, mieiku (fHI5248, also mieku, offerings to portraits) and daishiko KAz,

offerings to [Kiikai] the Great Teacher), on the Hitomaro eigu ritual.®

61. According to Commons, the rite of shidian was “recorded in China at least as far back as the third
century C.E.” (Commons, pp. 98-99.)

62. Sasaki, pp. 124-28.

63. For detailed study of the sekiten, see Ishimura Teikichi, vol. 1, pp. 285-89. According to Ishimura,
after the building of the State Academy had been burned down, sometime before 1180, the rite was
conducted at some other state bureaus’ buildings. At court, the tradition was discontinued by the time of
the Muromachi period, but at the Kanazawa Bunko (7R (J&) in Kamakura, it endured longer. During

the Edo period, the rite was revived and conducted at &*F-3x84%Z in Edo and other provincial schools
such as JEF]%#FZ. (Ishimura, pp. 288-9.)

64. Commons, pp. 99-100.

65. Ibid., p. 100. Pointing out that “the Sekifen account in the [Chinese] Da tang kaiyuan li [Rituals of the
Kaiyuan era, 732] does not mention images of Confucius and his disciples as the object of worship,”
Commons argues that the use of a portrait was mainly a Buddhist tradition: “The implicit parallel between
Hitomaro and the sect founders ties the development of Hitomaro portraiture to that of esoteric Buddhist
sect ancestors, whose portraits were transmitted from master to disciple as proof of transmission of the
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Unlike the original sekiten, Akisue’s Hitomaro eigu was conducted privately at his

residence on the Sixth Avenue (rokujé 755%) in Kyoto, in the presence of twelve waka poets.

However, Hitomaro eigu retained some of the most salient formal features of the Confucian
sekiten, including the use of a portrait of the object of worship, an offering of food, and the
recitation of poetry, in this case, waka.®® Why did Akisue, who was not born into a scholarly
family like Oe no Masafusa, nor a dedicated student of Chinese studies, so ostentatiously imitate
a quintessentially “academic” ritual at his home, with an ancient waka poet as the object of

worshipping?

2-2. The Kidendd Scholar Fujiwara no Atsumitsu’s Participation in Hitomaro eigu

The setsuwa collection Kokon chomonyjii (i54# Hl£E, Collection of Old and New

Renowned Tales, 20 vols., ed., Tachibana no Narisue, 1254) includes a detailed account of
Akisue’s Hitomaro eigu, supposedly the first of its kind, that took place in the Sixth Month of
1118. The most curious aspect of the Kokon chomonjii account of the event is its reference to
Akisue’s collaboration with the leading Kidendd scholar at the time, Fujiwara no Atsumitsu (i
JHBOY, 1063-1144), the son of Fujiwara no Akihira—the compiler of the literary anthology

Honchéo monzui (ARFASCKE, Literary Essence of Our Country, ca. 1058-65). In fact, the

description in the Kokon chomonjii relied heavily upon Atsumitsu’s own kanbun documentation

teachings.” (Ibid., p. 101.)

66. For summaries of the ritual proceeding of Hitomaro eigu, see Sasaki, pp. 124-8, Watanabe (2009), pp.
192-194.

67. For my discussion of Fujiwara no Akihira (&5 BHf, 999-1066) and his anthology of Chinese

writings by Japanese authors, Honcho monzui, see Chapter 2.
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of the event, “Kakinomoto eigu ki” (fliA<5Z4L5L, “A Record of the Offering to the Portrait of

Kakinomoto™).%®
According to these sources, as part of the preparation for the event, Atsumitsu had

composed a “panegyric” (san 7&)® for Hitomaro, and the verse was inscribed in a panel of the
scroll above Hitomaro’s portrait” by a renowned calligrapher.” (Thus, san is often called gasan
[H[3, “panegyric inscription.””) The literary genre of san (Ch: zan) originates in China, and the
Chinese scholar Liu Xie’s (Ziiff, ca. 465-520) literary treatise, Wenxin diaolong (3C/UMERE, The
Literary Mind and the Carving of Dragons) states that a panegyric verse consists of lines made

up with “four characters” with a “simple thyming scheme” that “plainly captivates the

emotions.”” Following the example of the Chinese anthology Wenxuan,”* which contains two

68. The text of Atsumitsu’s Kakinimoto eigu ki is available in GR 16 Waka-bu, pp. 58-60. For a brief
discussion of variants of the text, see Commons, p. 97, note 22. For an English translation of the first
“diary-like” part of the Eigu ki, see Commons, pp. 97-8.

69. The “praise inscription” in Commons’ translation. (Commons, p. 96.)

70. The Kokon chomonjii (1254) contains another setsuwa, that briefly recounts how Akisue came to
obtain a new portrait of Hitomaro, copied from the one in possession of the Retired Emperor Shirakawa.
(SNKS 59, pp. 262-3. Translated in Commons, pp. 104-5.) The setsuwa collection Jikkinsho (+-ll#D,

Collection of Ten Lessons, 3 vols., 1252) also includes a similar tale on Akisue’s acquisition of the
Hitomaro portrait, from a slightly different perspective. (Translated in Commons, pp. 102-3). For a
detailed study of the iconography of Hitomaro portrait, see Commons, pp. 108-110. For sample images
of Hitomaro portrait from the medieval period, crowned with Atsumitsu’s praise inscription, see the front
cover of Commons’ book, and Shirane (2007), p. 68. Incidentally, the front cover of Robert Brower and
Earl Miner’s Japanese Court Poetry (1961) features the painter Teizei Takechika’s (47 SR 254%,

1823-1864) portrait of Hitomaro. As Atsumitsu describes in his “Kakinomoto eiguki,” even in this the
mid-nineteenth century portrait, Hitomaro, “whose age is around sixty” (sE#ifi/NHIR ) is depicted

“holding paper on his left hand, gripping a brush on his right hand” (£ F#:#t, £ FIEZ). (GR 16, p.
58.)

71. According to Atsumitsu, it was Fujiwara no Akinaka (B&J5 B, 1059-1129).

72. A “praise inscription” in Commons’ translation.

73. In the Japanese literary scholar Goto Akio’s (I EE) words, “FBED AR D ERIIFE TS Z &
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examples of san, the Honcho monzui includes five examples.”” Atsumitsu’s panegyric on

Hitomaro is included in the Honché zoku monzui (¥R XK, Literary Essence of Our Country

11, 1155-63), which contains eleven examples of the genre.”® Atsumitsu’s own “Kakinomoto eigu
ki does not quote his san, but the Kokon chomonji cites it in its entirety, suggesting that the
mid-thirteenth compiler of the setsuwa collection combined the two kanbun sources for the
convenience of his readers. The following translation of Atsumitsu’s san along with its preface

1s based on the text in the Honcho zoku monzui:

A Panegyric Inscription on the Portrait of Lord Kakinomoto no Hitomaro,
with a Preface

The official’s clan name was Kakinomoto, and his given name was
Hitomaro. He was a waka poet in ancient times. He served during the
sagacious reigns of [Emperors] Jito [r. 690-97] and Monmu [r. 697-707],
and associated himself with Princes Niita[be] and Takechi. He dedicated
felicitating poems on the spring breeze at Mount Yoshino, while
accompanying Emperor [Jitd’s] excursion [to that place]; on the autumnal
fog at the Bay of Akashi, he conjured up the finest words, imagining a
small boat. These were indeed excellent examples of the Six Principles [of
poetry], and laudable deeds [that will endure] for millennia. Nowadays, a
profound and mysterious [yiigen], antiquated style is valued [in painting].
Incidentally, I [learned that] a portrait [of Hitomaro] in an innovative style

Whh, TEFRNTHICE LD, HOBTF2BORET, a2 LIFcEEZRL L,
NV ZEHESTHLBD EABXRS, ” (SNKBT 27, p. 419.)

74. For an analysis of one of these, see Commons, p. 108.

75. See SNKBT 27, pp. 328-30. They are all relatively short verse, but not necessarily written in the
format of four-characters per line, except for Miyako no Yoshika’s (#} 2 %, 834-79) verse on “a good

horse” (R F55E).

76. For a foundational study of the Honcho zoku monzui, including its presumed date of compilation and
editor(s), see Satd (2003), pp, 35-65. Curiously, Akimitsu’s san for Hitomaro is preceded by other
literati’s verse written in honor of various Buddhist monks, scholars, and even “wine” (i) and “tea” (%),

suggesting a marginal position the waka-related topic held in the minds of the Kidendd-trained scholars.
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is being transmitted. I was greatly inspired and [decided to] compose the
following panegyric:

Being a patron saint of poets,
Your nature is heavenly given.

Your talent is exceptional,
Whatever emerges from your brush is majestic.

[Though limited to] thirty-one syllables,
Your florid language is vivid and colorful.

For over four centuries,
Subsequent generations have inherited your legacy.

Being a first teacher in the Way of Waka,
You are a wise pioneer in Japan.

Tarnishing [your reputation] would do no good.
Damaging [your image] would only result in its further consolidation.

[The splendor of] a peacock’s feather is rare.
The uniqueness of a kylin’s horn is matchless.

You have long been outstanding,
No one shall stand equal to you.

Aili T W BN i e

RRIERTT. AN, #5 B ZEEAL, (RO 2], EHTH
TR, SEIZAERR, FEAEEIMEES, Wk, DR
T, e N Hm, TN EREW, 75 MEMX R, W
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BEDfe AR
WERis A EEdET

Alluding to the Kokinshii prefaces, Atsumitsu opens his panegyric on Hitomaro with the
epithet, “a patron saint of poets.” In the eleventh and twelfth centuries, Kidendo-trained literati

customarily expressed their penchant for Daoist motifs in “kanshi prefaces” (shijo /%), in
particular those collected in the Honché zoku monzui.” Thus, waka no hijiri (FI#RZAI) in this

context could also mean “an immortal of waka,” in a more explicitly Daoistic sense. The second
half of Akimitsu’s verse similarly begins with his reference to Hitomaro as “a first teacher in this

Way” (W1i853T).”™ Considering the fact that the designation of waka as a “Way” appears to be

conspicuously avoided in the eleven “waka prefaces” in the Honcho monzui, except for the

Chinese Preface to the Kokinshii, which calls it “this Way” (}73#) in an unquestionably negative
context,* Atsumitsu’s recognition of waka as such is probably what Akisue needed the most to
legitimize his own version of cult worship. On the significance of the correlation between the
emergence of waka as a Way and the canonization of Hitomaro, Sasaki Takahiro provides the
following analysis:

[O]nce waka was acknowledged as a Way, sooner or later what became
indispensable was [the notion], that would guarantee the tradition and

77. SZKT 29-ge, p. 179. Commons also provides a translation of this verse. Commons, pp. 106-7.

78. See for instance Oe no Masahira’s shijo in the Honché zoku monzui, in which he refers to “old sayings
of Laozi and Zhuangzi” (E:H . ZEF). (SZKT 29-ge, p. 131.)

79. SNKBS 59, p. 232. The modern editors of this edition of the Kokon chomonyjii, Nishio Kdichi and
Kobayashi Yasuharu translate this expression into their modern Japanese translation as “a pioneer in the
Way of Waka” (#Kit D #HLA). Ibid, note. 8.

80. For my discussion of this passage, see Chapter 2.
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authority of the Way—namely the founder or the [guardian] God of the Way.
In Confucianism, Confucius had enjoyed such a status, whereas in the Way
of Kanshi, Bo Juyi and Sugawara no Michizane had been revered as such.
[The notion of] Hitomaro as a poetic sage [perfectly] fulfilled the
requirements for a God of Waka, shared subliminally among those who
were highly conscious of the [emerging] Way of Waka, men like Akisue
and his contemporaries, as well as by waka poets of subsequent
generations. ®'

Sasaki’s argument that the newly emerging Way of Waka required its own centripetal
force, or an object of worship, that strengthened the spirit of camaraderie among those
individuals dedicated to the composition of waka, is convincing. However, as Commons argues,
in Akimitsu’s panegyric, Hitomaro is “still termed as uta no hijiri, ‘sage of Japanese poetry,’

rather than a deity of Japanese poetry (waka no kami).”®* The Japanese literary scholar Watanabe

Yasuaki (7% #2&HH) further expounds on the not fully deified status of Hitomaro in Akisue’s first

Hitomaro eigu, and calls it “a ritual that encouraged one to perform and act like Hitomaro.”*

Watanabe argues that when the object of worship is a “genuine god or buddha,” the identification
of oneself with such an ineffable being is nearly impossible.* According to Watanabe, this
worldly image of Hitomaro as the “first teacher” and “wise leader of Japan™ guided the

participants of the Hitomaro eigu to take him as a model, and to aspire to become fine teachers of

81. £7-. MIiKANE & L TR I LR, B NFE 2 L L 5Dk, Z DBOLHE & Mz
TRAE S 2 RERHY 2 M & e 2R, HIBEDOH - BOMTY, BETIILT. FFOETIZHE
RPEREEDNZD X ) BFETT, BHELZORRDOANL, 2 L T2 KHRoHA
BT, NMRDEZEGRT 5 b D@EMBIENICR > Tuie, Oz KD 2 BRITE 2155 F1E
23, ANAETH > 7- DT, (Sasaki, p.144.)

82. Commons, p. 107.
83. ARt IE, AR IC 7% 2 2 e T/ TdH %, Watanabe (2009), p. 200.

84. Ibid.



354

waka themselves.*> Why, then was waka considered so important for the participants of the

Hitomaro eigu?

2-3. Fujiwara no Atsumitu’s Waka Preface to the Hitomaro eigu

Descriptions in Atsumitsu’s “Kakinomoto eigu ki’ reveal that the active way in which he
participated in Akisue’s Hitomaro eigu was fundamentally different from how his predecessors
interacted with waka poets of the day. For instance, during the eleventh century, it was
customary for academicians to write kanbun prefaces upon the request of waka poets, the
majority of whom were high-ranking courtiers who had the means to host semi-public waka
parties and other formal events at their residences.*® However, at Akisue’s Hitomaro eigu
ceremony, Atsumitsu not only prepared the panegyric inscription (gasan), the poetic topic (dai

i), and the “preface” (jo J3*) that introduced the twelve waka poems composed by Akisue and

his guests,” but also composed a waka and recited the poem along with the waka poets. The

following is Atsumitsu’s waka preface (wakajo) for the Hitomaro eigu, accompanied by his own

85. B A MRICH A ) ETH5F L2 THHEA. ZUWDAMEFMETH 5, HFLAK
Vot - (ACThHh-7%6, ZOHDITH S &T BRI ETRIEN 5 9 D25, ARk
7ol LARRTIE R VDD Lk, EWwIHIKITH %5725 9, (Ibid. Emphasis added.)

86. See, for example, all the “waka prefaces” (F1#X)T) in the Honché monzui.

87. They were Fujiwara no Saneyuki ()i 21T, 1080-1162, Akisue’s son-in-law), Fujiwara no Nagazane
(PRI, 1075-1133, Akisue’s first son), Fujiwara no Tsunetada (FEJ5UFE L, 1075-1138, his wife was
Emperor Toba’s wet nurse), Minamoto no Masasada (JiffEiE, 1094-1162, Akisue’s son-in-law),
Minamoto no Toshiyori, Fujiwara no Akisuke (/5 #8#ifi, 1090-1155, Akisue’s third son), Fujiwara no
Michitsune (5B RS, active during the insei period), Minamoto no Yukimune (JR1T75%, 1064-1143),
Fujiwara no Akinama (& BEff1, 1059-1129), a Junior Counselor Munekane (Al S 73 3) and Fujiwara
no Tametada ()5 2% &, 2-1136).
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A Waka Poem on “Water and the Arrival of the Wind in the Evening” and a
Preface
By Atsumitsu, Director of the Academy

The customs of Japan have their origins in Waka. [A Waka poem] is
generated by [human] intentions, and takes form in language. It describes
every event, and features every object. As such, waka has served as a
means of edification, expressing the beauty of [the relationships] between
ruler and subject.

Thus, whenever he has spare time while serving the sovereign, Director of
Palace Maintenance [Akisue] has contemplated the condensation of
language in accordance with the Six Principles [of poetry].

What satisfies his sensitive mind are the refined pleasures of flora and
fauna. Those who responded to his invitation are men of brilliant minds
with fragrant robes and fine horses.

Today’s gathering is simply the result of our like-mindedness.
Now, streaming water, exposed to the summer, brings freshness.
Cool breezes greet the evening and arrive [in this residence].

Leaves of the reeds tremble in the wind, rustling forlornly. Hazy
shorelines finally darken, while the tops of cedar trees shake vigorously.

The fresh moonlight on the sand brightens, and [my] stirring emotions are
endless. Provisionally, I recite the following [poem]:

When the wind blows

[In the sea,] waves rise

Signaling the arrival of autumn.

[But today,] it is still a summery evening,

With the edge of the stream so cool and [breezy].
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From the viewpoint of the long history of waka, and its parallel development with kanshi
before and after the compilation of the Man yoshii, it is remarkable that the composition of waka
thrived without having a single model figure, or an organized structure akin to Confucian studies
and the composition of kanshi, until Akisue invented the practice of revering the image of
Hitomaro as the patron saint of waka poets. In other words, before Akisue, the composition of
waka was a widely practiced custom among male and female courtiers, but not necessarily a
discipline, a field of study, or a cult actively pursued by a relatively small number of
“likeminded” (—#%) people.

Atsumitsu’s wakajo is remarkable for three reasons. Firstly, instead of simply repeating

the typical view that waka is a Japanese custom, Atsumitsu astonishingly turns logic on its head

3541

88. The Gunsho ruijii edition of “Kakinomoto eigu ki” has the character “%¢” instead of “/%,” but because

the former does not make sense in this context, I changed it to the latter, as it appears in the Kokon
chomonjii citation of Atsumitsu’s preface.

89. I changed the parsing of this sentence in the Gunsho ruijii text of the “Kakinomoto eigu ki” to
facilitate interpretation. I added “dakuten” in Atsumitsu’s waka to facilitate reading. For Commons’
translation, see Commons, pp. 114. However, she does not include Atsumitsu’s waka in her translation.
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and declares that “the customs of Japan have their origins in waka” (FEHJEUR AT AL A).

Waka had hitherto never been so positively appraised by kangaku scholars. This statement even
suggests that so long as the composition of kanshi takes place in Japan, and is thus a sanctioned
Japanese custom, it may have derived in part from the composition of waka. Although
Atsumitsu does not go so far as to articulate that the compositional skill of waka is prerequisite
or simply assumed for kanshi poets, the logic of his statement certainly facilitates such an
interpretation.

Secondly, Atsumitsu praises Akisue’s “mind that appreciates [nature]” (E.L»), as if
admitting that waka poets can also possess fiigetsu (JELH). The association of “flora and
fauna” ({£.55) with the composition of waka was already commonplace among waka prefaces in

the Honcho monzui.®® On the one hand, because waka had been formulaically called “custom of

Japan” (JEUA, &2 JEAA, E1A),” the inner mechanism of waka poets, namely how they

related their linguistic act to nature, or how nature affected their perception when conjuring up a
poem (although such a theory had long been presented in the Kokinshii prefaces), was normally

left unexplained in waka prefaces. On the other hand, in their kanshi prefaces (shijo i/7),

academicians customarily referred to their own kanshi compositions as fiigetsu, assuming that

90. For example, see Oe no Masahira’s wakajo upon the occasion of Emperor Ichijo’s excursion to the Oi
River (Honcho monzui, vol. 11:351, SNKBT 27, p. 324) and a provincial governor Minamoto no
Michinari’s (JRIEF, 2-1019) wakajo, also in the Honché monzui. (SNKBT 27, p. 324.) These waka

prefaces contain specific reference to “flora and fauna” ({EJ).

91. See Honcho monzui, vol, 11: 345, 348, 350, 351. (SNKBT 27, pp. 322-24.) In the Honcho zoku
monzui, in his wakajo, Oe no Masafusa refers to waka as shiizoku (F1#). (SZKT 19-ge, p. 167.)
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the term literally meant the poet’s appreciation of nature, such as “the wind and the moon.””

The use of the expression “appreciative mind” appears rarely in kanshi and waka prefaces
in both the Honcho monzui and the Honcho zoku monzui. One example appears in Atsumitsu’s
father Akihira’s kanshi preface, in the Honcho zoku monzui: “Truly, Minister Minamoto [no

Tsunenobu]” appreciates the wind and the moon, enjoys flora and fauna in this place.” (/)57
nAHE - H -, Bu-fER-ZHith, %) In this passage, Akihira uses the nebulous term fiigetsu

in its most literal sense as a metaphor for nature.” While still avoiding to apply the term fiigetsu
to waka, by commending Akisue’s “appreciative mind” of nature, Atsumitsu acknowledges that
waka can also become a means to express one’s fiigetsu, the poetic mind.

Thirdly, Atsumitsu’s statement, “Today’s gathering is simply the result of our like-

mindedness” (%5 H&#, & —#) literally places the kangaku academician Atsumitsu, his

host Akisue, and his eleven guest poets, on the same level as those who appreciate nature and
poetry, under the semi-divine auspices of Hitomaro. In fact, among eleven wakajo in the Honcho
monzui and eighteen in the Honcho zoku monzui, none contains a waka poem composed by the
authors of the kanbun prefaces. Typically ending with the expression, “Following are [the poems

composed on this occasion]” (H:F H), wakajo introduce poems composed by waka poets at

particular gatherings. Thus it is remarkable that at Akisue’s Hitomaro eigu, Atsumitsu initiated

92. For my discussion of shijo and fiigetsu, see Chapter 2.

93. Minamoto no Tsunenobu (J5#%15, 1016-97), Toshiyori’s father.

94. SZKT 19-ge, p. 153.

95. In contrast, Oe no Masafusa refers to fiigetsu, in conjunction with the term “slave” (4#), somewhat

ironically as Kidendo-trained scholars’ “service” to their patrons, namely composing Chinese prose and
verse. For my discussion of this, see Chapter 3.
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the recitation of poems with the work of his own. Perhaps because of such an unconventionally
participatory attitude on the part of the Kidendd academician, while Atsumitsu’s panegyric
inscription (gasan) on Hitomaro was selected in the “panegyric” (san) section of volume eleven
of the Honcho zoku monzui, his wakajo in question did not merit a place in the same collection.
What, then, is the significance of Atsumitsu’s direct participation in Hitomaro eigu as a waka
poet? What he means by “likemindedness” needs to be discussed in conjunction with the poems

composed for the event.

2-4. Fujiwara no Akisue and Minamoto no Toshiyori’s Poems Composed at the Hitomaro eigu

As discussed in the previous chapter, Akisue’s contemporary, Minamoto no Toshiyori,
was acutely aware of the declining state of waka in the 1110s. While remaining politically
marginal, Toshiyori responded to the unpromising reality, i.e. his patrons’ indifference to the
composition of waka, and his fellow poets’ conservative taste, by studying ancient poetic diction
and meticulously preserving and integrating them in his waka treatise, Toshiyori zuino.”® As |
discussed in Chapter 7, Toshiyori’s involvement in the revival of waka appears to have been

fundamentally driven by his personal “passion” (#47F, suki) for ancient poetic language, and his

commitment to live up to the standard set by his predecessors such as Noin.
Unlike Toshiyori, the historically reconstructed image of Akisue as the innovator of the
Hitomaro eigu ritual, reveals more about his ambition to establish his branch of the Fujiwara clan

as a “house of waka studies” (XD %K) and much less about his personal enthusiasm for waka.”’

96. For analyses of Toshiyori’s “unconventional ideals and [poetic] practice,” see Brower and Miner, pp.
242-44,

97. Commons also discuss the fundamentally retrospective nature of Akisue’s reputation as the founder of
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Another anecdote from the Kokon chomonjii recounts how Akisue transmitted the valuable

portrait of Hitomaro he used for his 1118 ceremony to his third son Akisuke (WH#f), instead of
bequeathing it upon his eldest son Nagazane (}%52) or his second son Ieyasu (%f&), because of

his conviction: “So long as they do not excel in this Way [of Waka], not even my own children
shall inherit or receive my permission to copy the portrait.” (EF7% D & b ZDEBIL/AEH
AFITIE, BERD 5T, BELH TR 5T, %) By ruling out the possibility of
unconditional primogenitary transmission of his self-claimed status as the head of the Rokujo
school of waka, symbolized by the possession of Hitomaro’s portrait in question, it seems that
Akisue attempted to maintain a balance between the two antithetical forces that enabled the
consolidation of the Way of Waka in the twelfth century: individual, mainly amateur poets’
passion (suki) for waka, and the professionalization of waka-related activities by members of a
small number of aristocratic families. Most tellingly, Akisue’s poem composed at the Hitomaro
eigu ceremony suggests that his outward gesture to facilitate the event as a host and the head of
the Rokujo school of waka outweighs his commitment to live the lives of ancient poets:

Poems composed on [the topic of] “Water and the Arrival of the Wind in

the Evening,” presented before the portrait of Officer Kakinomoto

We don’t have a spring

[On the surface of which] you can scoop up

This evening moon;
Yet the rippling waves on the shore of Shiga

Hitomaro eigu and the Rokujii school of waka. In particular, her argument that “there is no record that
Akisue ever held Hitomaro eigu again” is crucial in examining the meaning and the influence of Akisue’s
Hitomaro eigu in 1118. (Commons, pp. 115-6.)

98. SNKS 59, p. 263. For the translation of the entire anecdote #204 of the Kokon chomonjii, see
Commons, pp. 104-5.
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The first half of the poem appears to be Akisue’s humble remark to show his gratitude to
his guests, one third of whom were his relatives, including his sons. The expression “the waves

on the shore of Shiga” alludes to following famous Man 'yoshii poem composed by Hitomaro:

Cape Kara of Shiga

In the wave-rippling region of Sasanami,
Still looks promising;

Yet, I cannot bring myself to await [the arrival of] the boats
Of those courtiers.

IIBRAHD
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(Man ’yoshii, Vol. 1:30')

Hitomaro composed this poem when he visited the former site of Emperor Tenji’s (K%

KE, 626-71, 1. 668-71) capital in Otsu (K, the present-day capital of Shiga prefecture)

99. SNKS 59, p. 235.

100. SNKS 6, pp. 61-2.

O Kara Cape of Shiga in Sasanami,/though you are unchanged,/in vain we wait for the courtiers’ boats.
(Edward Cranston’s translation in Shirane 2007, p. 80.)



362

beside Lake Biwa. In this poem, Hitomaro uses the place-name “Sasanami” (3£7K) as a pillow-
word (makura kotoba F/LE), a nominal modifier, for the region name, Shiga. The ways in which

Akisue’s poem alludes to the place-name Shiga are too incidental, and the poem does not invoke
profound nostalgia for the ruined capital as it does in Hitomaro’s poem. The superficialness of
Akisue’s poem is attested by the fact that there is no logical or emotive linkage between “Shiga”

and its state of being “refreshing/cool” (‘3" L 2> D IF D). Watanabe Yasuaki interprets

Akisue’s reference to the coolness as part of his formal gratitude towards his guests.'”" In either
case, by referring to “Shiga no uranami,” Akisue entices his guests to relocate themselves with
their imagination from his “humble” abode to the lakeside where Hitomaro once daydreamed
about courtiers commuting to the old capital. Yet, Akisue himself does not imagine or “perform”
the role of Hitomaro by composing a poem with similarly deep emotive effects. In the words of
Watanabe, Akisue’s poem reveals his “efforts to make up for his disadvantages as an upstart,
born without a prestigious [family] history and status.”'®

On the same occasion, Toshiyori composed a more emotionally profound and touching

poem which skillfully alludes to Hitomaro’s “Cape Kara of Shiga™:

The field watchman’s mirror WEHAHZ T
on which the setting sun shines BPSF DD D3P

101. £z, TEL2D 0, v Did, FHELZITTERL, DPENENRE LcREL bR
TODOT, COBICESTERLALNDEHOBZRTI LIRS, FoZFD VX, kel
THDEARDH 2DIFTlERV, TOMLEZIRT L ITDITH %, (Watanabe 2009, p. 195.)

102. 50D E3D ZEW Z I ERR 2R3, EH9IXhZ0BEVWHEZREL X9 ET38HFD
%%77. Ibid.
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is of no use; POb L,
because no human figures ST 5 IS
accompany the wind that touches its surface. 5% L Z I 421X

This poem probably sounds like a riddle to those who are not familiar with the

expression, “the field watchman’s mirror” (¥F~F D8, nomori no kagami). In the Toshiyori

zuino, Toshiyori provides an anecdotal commentary to an ancient poem which includes the

phrase in question:

“I wish I could get

the field watchman’s mirror,

[with which he found] the sparrow hawk.

I want to know whether that person is thinking of me or not,
without my leaving home.”

In the past, when an emperor called Tenji went out in the field and engaged
himself in falconry, his falcon was blown away by the wind and
disappeared. At the time, they had a guard in the field. The emperor called
upon him and said to him: "My falcon is lost. Make sure you will find it."

In awe, the guard replied: "Your falcon is [resting] on the upper branch of a
pine tree in that hill, facing south."

The emperor was surprised by this and said: "After all, you are looking
down, with your head touching the ground; you have no view of the
outside. How can you tell the exact location of the falcon on the treetop?"

The elderly guard replied: "[It is true that we] humble folk are not
supposed to mingle our faces [with those of] the emperor's daughters. We
see the whiteness of our hair and count the wrinkles on our faces by using
the water that collects on the shrubs as a mirror. By looking in [one of
these] mirrors, I learned that the falcon is in the woods."

After this, water that collects in the middle of a field is called "the field

103. SNKS 59, p. 236.
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watchman’s mirror." That is how the story goes.

[Also,] "the field watchman’s mirror" [can be interpreted as] Xu Jun's
mirror. His mirror had a special power to reveal the contents of the human
mind. Because it was such an extraordinary mirror, everyone in society
wished to possess it. Xu Jun thought that there was no way he could keep
the mirror safely, so he hid it underneath a burial mound. I learned this by
hearsay.

I wonder which is more truthful.
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Toshiyori comments on the poem “I wish I could get” (hashitaka no) in his typically

digressive manner, while focusing on the history of the poetic diction, “the field watchman’s

104. SNKBZ 87, pp. 98-99.
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mirror,” and leaving the actual interpretation of the poem to his readers. It almost gives the
impression that Toshiyori mentioned the poem for the sake of introducing the two anecdotes
about the “field watchman” and the “mirror,” one from Japan and the other from China. While
the first anecdote is associated with Emperor Tenji, whose temporally relocated capital of Shiga
Hiromato reminisces about in his “Cape Kara of Shiga” (sasanamino) poem, the second tale
introduces the phrase’s Chinese origin as well as the trope of the mirror’s extraordinary mind-
reading power. The first half of the poem Toshiyori introduces alludes directly to the anecdote
about the humble field watcher and his “mirror” in the open space, while the the second half is
incomprehensible without knowledge of the Chinese anecdote.

Neither can the poem Toshiyori himself composed at Fujiwara no Akisue’s first Hitomaro
eigu be properly understood without the familiarity with the expression “the field watchman’s
mirror.” By referring to the expression, which according to the setsuwa is a pool of water on the
shrubby surface, and the absence of “human figures” (specifically, courtiers attending in Tenji’s
Omi capital) who dared to look in the mirror in the hope of reading people’s minds, Toshiyori
evokes the same kind of nostalgia and poignancy, alluding to the historical realities that emperor
Tenji’s capital once stood in Omi, and that soon after the capital was moved back to Kyoto in
672, Hitomaro eulogized the splendor of the emperor’s reign during his time in Omi by
expressing that he could not “bring himself to await the arrival of the courtiers’ boats” (omiya
bito no fune machikanetsu) at the now deserted Cape Kara in Shiga.

Certainly not all of Akisue’s poems are superficial, nor are Toshiyori’s emotionally
powerful and profound like this one. However, as far as the poems they composed at the first

Hiromaro eigu ceremony in 1118 are concerned, we can make the following conclusion: the
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attitudes shown by Akisue and Toshiyori epitomize two conflicting but hard-to-separate aspects
of waka practices in the mid-through the late twelfth century. On the one hand, Akisue’s act of
hosting Hitomaro eigu and incorporating the formalities of kangaku scholarship, and
transforming waka practices from a local custom to his family prerogative was an essential step
toward the consolidation of kagaku (waka studies) as something respectable as kangaku. On the
other hand, Toshiyori’s way of living the lives of ancient poets through his imagination and
philological attentiveness continued to inspire waka poets in subsequent generations, regardless

of their family background or affiliation. (Toshiyori’s son, Shun’e 2, was also a renowned

waka poet, but unlike Akisue, Toshiyori did not form a hereditary school of waka.) In other
words, Akisue and Toshiyori set the foundation for the future development of waka studies in the
mid-to-late twelfth century by demonstrating waka’s new potentiality as a recourse to self-

reservation, and a means to enrich one’s life through poetic imagination.
9

3. Fujiwara Kiyosuke on Noin and Fujiwara Nagato’s Master-Disciple Relationship
Akisue’s Hitomaro eigu ritual established the idea that the Man yoshii poet Kakinomoto

no Hitomaro was the “first teacher of the Way [of waka]” (Ti&3)T). As mentioned earlier,

Hitomaro was described as “the patron saint of waka” (uta no hijiri) as early as in the Kokinshii
prefaces (905), but little is known about his actual teaching of waka. In fact, in his waka treatise

Fukurozoshi ((RIHR, The Pocket Book, 1157), Fujiwara no Kiyosuke states that the concept of

“a master-disciple relationship” was foreign to the culture of waka (FI1#K & 2 V) L) until

105. SNKBT 29, p. 380.



367

the early eleventh century. According to Kiyosuke, Noin (BB, 988-active 1051) was the first
student of Fujiwara no Nagato (1= BE, 949-?) and “both signed a contract” (FH A.22#77*1%) to

form a master-disciple relationship in the study of the art of waka. However, Kiyosuke’s

rendition of the story is equivocal about how Noin actually acquired skill in the composition of

waka from Nagato'"”:

Once, when Noin was still a Higo'*® Scholar, he was on his way to carry
out an errand, and one of the wheels of his carriage broke in front of
Nagatd’s house. While Noin was having someone fetch a new wheel, he
went into Nagatd’s house and met with him for the first time. The meeting
was indeed serendipitous, because Noin had long wanted to visit Nagato,
but had never done so. Noin mentioned [his earlier intention to meet with
Nagatd], and they signed a contract [confirming their master-disciple
relationship].

Noin asked: “How should I compose a waka poem?”

Nagato replied:
“A sudden rainstorm 1115 7> &
is striking the dry “EHLTHObND
colorful leaves FLIETED
which fall and form piles, bl s ki

because it is deep in the mountain.” L {3270,

You should simply compose a poem like this.”

Thereafter, Noin formally regarded Nagato as his teacher.

LINERREL: ~ =7 Vi, PITIEL RRBEC T RIR 2, Ty

106. Ibid.
107. Tbid., pp. 117-19.

108. Present day Kumakoto prefecture. Noin’s father was a governor there. (SNKBT 29, p. 117.)
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Kiyosuke may have included this anecdote to make the point that although N6in and
Nagato had established a formal master-disciple relationship, according to custom, teachers of
waka usually remained silent, thus encouraging students to explore “poetic truth” spontaneously.
In other words, the essence of Noin and Nagatd’s relationship as it appears in this anecdote was
formed through the confluence of their taste, epitomized by their mutual appreciation of the
poem quoted by Nagato. As Kiyosuke points out,'” the poem in question was not even written

by Nagatd; it was composed by the academician Oe no Yoshitoki (KL% 5, ?- 1009?),""" and

was included in both the Kinyashii (Collection of Golden Leaves, 3rd edition, 1128) and
Shikashii (Florilegium of Japanese Poems, 1151). Kiyosuke shows his “scholarly” side by
correctly identifying the author of the poem, but does not explain why the poem was so
remarkable for Nagato and Noin. Reading Kiyosuke’s Fukurozoshi is challenging because
despite its comprehensive coverage of topics, the author’s treatment of individual issues is often
cursory, leaving the interpretation of unique material, much of which seems to have been derived

112

orally,'” up to the reader.

109. Ibid., p. 380.

110. PIN2ET 512, FORKIIFESORE D, MZEEORZ O CEEE BZE 50, b LH
fEDfEFD, (SNKBT 29, p. 118.)

111. For Noin’s friendship with the Oe academicians, such as Yoshitoki and Masatoki (1E5), see
Kawamura (1991), pp. 105-28.

112. Kiyosuke questions if Yoshitoki’s poem was “erroneously quoted in oral teaching” (% L {5 Dffif
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The poem quoted above reads effortlessly, with an unusually smooth, top-down syntax,

and with no kugire (fJUJ#1), “measure breaks.” In it, Yoshitoki captures the sound of the rain

falling on the dry leaves on a mountain path on a late autumn or early winter day. We can only
speculate why Nagatd and Noin “signed a contract” based on their mutual appreciation of this
particular poem. In my interpretation, Yoshitoki’s depiction of an ordinary scene in nature

embodies exactly what Kidendo literati used to called fizgetsu (JE\H), the poetic ability to capture

the essence of nature (images, sounds and the particular feelings they evoke) in language. In
other words, Yoshitoki’s waka is composed in the manner of a kanshi; and that Nagato and
Noin’s newly formed alliance symbolizes their mutual determination and commitment to
introduce innovations in waka in accordance with the aesthetic standards set by the Kidendo
literati. This instance of waka poets’ incorporating Kidendo scholar-poets’ manners into their
waka practices not only preceded Akisue’s Hitomaro eigu ceremony by a century, but was more
substantially and directly influenced by the aesthetics explored by the Kidendd literati. Judging
from his own comment following the quotation, however, Kiyosuke was probably unaware of the
historical significance of this incident.

Immediately after his discussion of Noin and Nagato, Kiyosuke cites the following

exchange between the Kidendd academicians Sugawara no Fumitoki (& Jii 3CHKF, 899-981) and

Minamoto no Shitagd (J5/IE, 911-83) concerning the interpretation of a waka poem:

Lord Fumitoki recited:

The divine seat [that we had prepared] DHAHED

#2>), because Yoshitoki was “junior” (#£3£) to Noin. (SNKBT 29, p. 118.)
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must have pleased .z

the god’s heart. IFDOB6 A,

On the peak of Mount Hira, kR DE I

he has placed a white hair decoration. (OFN R NSl ) IN

Shitagd inquired about the meaning of the poem. Fumitoki replied,
“Shitagd, you don’t know about anything,” and provided no further
explanation.

X, 20X A3 /0= 9TV, EI /DR
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As in the previous example about Noin and Nagatd, Kiyosuke does not explain what the

reader of the Fukurozéshi, including the Emperor Nijo (.58 K, 1143-65, r. 1158-65), to

whom Kiyosuke dedicated a copy of the book, should learn from this anecdote. Interestingly, the
narrative depiction of Fumitoki’s condemnation of Shitagd resembles the passage in Oe no
Masausa’s Godansho, wherein Fumitoki laments Shitagd’s lack of respect for his year-long
commitment to compose a fine poem."* In any case, by juxtaposing these anecdotes, Kiyosuke
compared Shitagd’s inability to understand the poem Fumitoki cited, to Noin and Nagatd’s
confluence of taste through the appreciation of a poem. Although Kiyosuke does not present
Fumitoki and Shitagd as participating in a teacher-disciple relationship, Kiyosuke’s recounting of
the tale depicts Fumitoki as an individual who is dismissive of a person who lacks the proper

disposition to enter into a personal relationship in pursuit of “poetic truth.”'"” Like those tales

113. Ibid., pp. 380-1.

114. See Chapter 6 for my discussion of Masafusa comments on Fumitoki’s famous poem, “Rokankd” (£
PHAT, “An Old Man’s Ballad™).

115. This is not to claim that Fumitoki was Shitagd’s teacher, but the latter was twelve years younger than
the former.
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about Emperors Daigo and Murakami and Daigo’s grandson in the Godanshao, as well as
Toshiyori’s depiction of Noin in his Toshiyori zuind, these Fukurozoshi anecdotes suggest that
Kiyosuke also tacitly acknowledged the principle of suki as an integral element in the study of

waka.

4. Fujiwara Shunzei on the Composition of Waka

It is of particular interest that Fujiwara no Shunzei, Kiyosuke’s rival and the founder of
the Mikohidari school of waka, also quotes Oe no Yoshitoki’s poem, “A sudden rainstorm is

striking...” (Yama fikami...), in his waka treatise, Korai fiiteisho (i KJEIEYD, Commentary on

Old and New Poetic Styles, first edition 1197, second edition 1201)"%. Unlike Kiyosuke, Shunzei
does not provide anecdotal details about Noin and Nagatd for this poem. If Kiyosuke’s
Fukurozoshi is a collection of waka lore and anecdotal tales about waka poets, Shunzei’s Korai
fiiteisho 1s a mere anthology that consists of selections of waka poems from the Man yoshii and
seven historical imperial anthologies of waka from the Kokinshii (905) through Shunzei’s own
Senzaishii (1187).""" In other words, at first glance, there are so few critical components in the
Korai fiiteisho, that the work cannot be considered a waka treatise.

In the Korai fiteisho, Yoshitoki’s poem appears along with other thirty-five poems from

116. KKS7, p, 163.

117. In modern scholarship, the Man 'yoshii is usually not considered to have been imperially
commissioned. However, it is obvious that Shunzei thought it was compiled under an imperial auspices,
“during the reign of Emperor Shomu [701-756, r. 724-749]” (Z O % (FE K R OHIRHERE 5 % >

HiF, BOBCFEINC, FILREIZFHDITAERZTHESD, YKKS 7, p. 99. Shunzei

seems to have held the view that the Man 'yoshii was compiled during Emperor Shomy’s reign by
Tachibana no Moroe (it ., 684-757). Ibid., pp. 99-100.
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the sixth imperial collection, Shikashii (1151-54), in the sub-section devoted to winter poems.
For those readers familiar with Kiyosuke’s account of Nagatd and Noin’s forming a master-
disciple relationship, Shunzei’s Fiiteisho must have seemed dull, because the book lacks
anecdotal tales. Although Shunzei provides lengthy explanations for some of the contested

poetic diction, such as kawayashiro (L, “water shrine”)," kabiya (& X2, hut for a smudge
fire), and tamabahaki (175, “bejeweled bloom™),""? often citing anecdotal accounts from the

Toshiyori zuino, he does not apply the same method of interpretation to the majority of the poems
he quotes from pre-existing waka anthologies. In a sense, the Korai fiiteisho is as elusive as
Kiyosuke’s Fukurozoshi and many other literary anthologies produced during the insei period,
which require the modern reader to read between the lines or what the author/editor does not say
in their seemingly obsessive act of compiling ancient lore.

However, I will demonstrate below that Shunzei’s Korai fiiteisho, written as late as 1197,
differs fundaentally from Kiyosuke’s Fukurozoshi and other quintessential insei texts, such as Oe
no Masafusa’s Godansho and Minamoto no Toshiyori’s Toshiyori zuino, because in the very
beginning of the book, translated below, Shunzei demonstrates his understanding of the essence
of waka composition in a lucid and logical manner quite unusual for the waka poets who came
before him:

The origin of waka (lit. “the song of Yamato”) lies in the distant past. The
practice of composing waka started in the age of the gods and goddesses.

Since then, it has become a literary art form (kotowaza) in Japan, and its
subject-matter (kokoro) has broadly incorporated the Six Principles of

118. KKS7, pp. 68-70.

119. Ibid., pp. 93-99.
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poetry,'*’ and its language has never lost its splendor. As stated in the
prefaces to the Kokinshii, [waka] plants its seed in the human mind
(kokoro) and develops into a myriad leaves of language. Accordingly,
when seeking blossoms in spring, or viewing colored leaves in autumn,
without waka (lit. songs), no one can [truly] recognize the colors or
fragrances; or generate a conceptual framework (moto no kokoro) as a
means of expressing [such touching scenes in nature]. Therefore,
throughout the generations, no emperors have abandoned the practice of
waka, and members of different clans never stopped competing and
enjoying [poeticizing] in waka composition.

For these reasons, both in the past and today, texts known as rules of waka
(shiki), waka principles (zuino) and handbooks on poetic names
(utamakura), which variously gather together place names or clarify
numerous uncertain points [in interpretation], abound in our society, no
matter how similar they appear to be. It is due to individual [aristocratic]
families having been eager to produce such texts and put them aside [for
their offspring]. However, regarding the style (sugata) and language
(kotoba) of waka (lit. songs), it is extremely difficult to explain why a
particular usage of the Yoshino River is superior (yoshi) to another, or why
some references to the reeds (ashi) at the Bay of Naniwa are inferior (ashi)
to others.

At the beginning of the [Buddhist scripture] [Mohe] zhiguan (Great
Cessation and Observation, 594), a man called Master Zhang’an'*' made
the following statement: “I have never heard a clear explanation of [the key
concept of Tendai Buddhism,] Cessation and Observation.” When I heard
this, somehow the topics appeared extremely profound and precious, so
much so that they enable me to grasp the allegorical meaning of
[Zhang’an’s] statement. Indeed, it is difficult to articulate how I
distinguish superior waka poems from inferior ones, or how I understand
the profound ideas and feelings (fukaki kokoro) [expressed through waka].
That is why I say that [waka] is similar [to the teaching of Tendai

120. According to the Chinese preface to the Kokinshii, they are the Suasive (i, feng), Description (I,
fir), Comparison (L, pi), Evocative Image (8, Asing), the Elegantia (Hff, gai) and Eulogia (5, sung).

Translations are Tim Wixted’s. (Wixted, pp. 228-229.) The theory of Six Principles originates in the
“Major Preface” (KJF) to the Chinese literary anthology, Shik jing (i#%). In Wixted’s words, “Chinese

critical discourse [including the theory of the Six Principles] is used in the prefaces [to the Kokinshii] to
legitimize the compilation of the anthology in intellectual terms.” (Ibid., p. 238.)

121. Zhang’an (¥% 561-632, aka. Guanding j#1H) was a principal disciple of Zhiyi (£5H, 538-597),
the de facto founder of Tiantai CK, J. Tendai) Buddhism in China.



Buddhism].

Now, the [Mohe] zhiguan first explains how Buddha imparted his
teachings, and then clarifies how the Way of his teachings has been
transmitted to others. The Greatly Enlightened World-honored One
[Sakyamuni] passed his teachings to Great Kasyapa; and Kasyapa passed
them to to Ananda. In this way, from one person to another, [Buddha’s
teachings] were transmitted to twenty-three individuals, until the time of
Zhiyi [538-97, the founder of Tiantai Buddhism in China]. It is very
inspiring to know the way in which Buddha’s teachings have survived.
Similarly, waka (lit. “songs”) has a long tradition. At one point, [the
custom of] compiling literary anthologies was established. And [thanks to
this] we can now learn a great deal about waka and the [different] ways in
which poems were composed [in particular waka anthologies], starting
from the Man yoshu and including the Kokinshii, Gosenshii and Shiiishii.
On the one hand, however, Buddha’s teaching and speeches contain
profound theories. On the other, waka is a form of frivolous entertainment
made up of “floating words and embellished phrases” (fugen kigo).

Nonetheless, waka poems can convey [various] profound ideas [related to
the human experience]. Because we all wish to make use of this [in our
pursuance of] the Way of Buddha, or because mental afflictions [which can
be expressed through waka] are [an unavoidable precondition to the
attainment of] enlightenment, [Buddhist scriptures have raised the issues of
the meaningful use of secular literature, as well as the fundamentally
transient nature of the workings of the human mind]. Thus, according to
the Lotus Sutra, “if one promotes the texts that are canonical in secular
society [e.g. the Confucian Classics], or [various] professions
indispensable for one’s survival, all of these will harmonize well with the
proper teachings of the Buddha.” According to the Sutra of Meditating on
Samantabhadra Bodhisattva, “Who possesses evil? Who possesses
happiness? Neither evil nor happiness have owners. My mind is by
default, empty.” Because the profound Way of waka resembles [this
teaching of] the Threefold Truths of Emptiness, Provisional Existence, and
the Mean, I made this association [between Buddhism and waka].

The Grand Counselor of the Fourth Avenue, Fujiwara no Kinto, named [his
anthology of waka] A Collection of Golden Jewels (Kingyokushii), and
Lord Michitoshi claimed in his preface to the GoShiii wakashii (Gleanings
of Japanese Poems II, 1086) that “the language (kotoba) [of waka] is as
beautiful as embroidery, its meanings (kokoro) deeper than the sea.” Waka
poems (lit. “songs”) do not need to be as fine as brocade [all the time]; but
they should sound somehow elegant (en) and moving (aware), when they

374
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are vocalized and recited. In any case, we call [the composition of waka]
“the recitation of songs” (eika); therefore, the overall quality of a poem is
determined by how it sounds when it is read out loud.

For many years, [ was wondering how to explain the essence (kokoro) of
waka composition. I could feel it in my heart (kokoro), but it was difficult
to put it into words; I had an internal conviction, but it was hard to describe
it verbally.

Recently, a certain prince (lit. “High Mountain”) reached a through
understanding of the Way of the Japanese language (yamato kotonoha no
michi'**), and made the following inquiry and request:

“What does it mean when one claims that a waka poem has a fine style
(sugata)? Or that its language (kotoba) is touching (okashi)? No matter
how long your explanation might be—like an angler’s white fishing line [lit.
“fiber rope”], just write everything down (kaku 35 <), as if you were

harvesting (kaku 1% < ) seaweed [for salt production]. His Highness’s wish

only reflects her profound understanding of the Way of Waka [lit. “this
Way”’] [that would enable her to see through] the dense forests of Mount
Tsukuba, or from the bottom of the sea. [...]

KHRDOLZ D, Z2DORKN2 Z L@mohrk, bIFPR50REK DR
FNC, BMEOEHOZ LI ERDICTDL LD 2D, ZO0LE
DIPSAREICDIY ., Z20FHRICH LT, 2OHSEDFIT W
ANLEWTEL, ANDDLEFEELT, XA090F0ELLDICTN

X, BOEZ D0, KOFAEZRTH, KEVLVELSDDEDPSFEL
X, B2 bFEEZOAALADL L, M2k db LD HITRE,

ZDOPANIZHLZ DD INEETHRIZIT, RADLAALFUHT
HZEIFTTEVSRIERL,

DT, HEH5y, oL v, §iK - Ttk woT, H3
WIEFTO4ZGE L, HAWVIFERIZLEZEZHNLL L ELZZSHD
X, K4, by /N EEZEEZNUL, BRL I EDR) d

5, HELMIIHPL DR, 72> ZORDOEFICEZ T, HE

122. In the first edition (1197) of the Korai fiiteishii, it is yamato kotono michi (RIS DiB). In the

revised edition (1201), it is changed to yamato kotonoha no michi, which I adopted in my translation.
KKS 7, p. 29.
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JIRL &30 s%2 00, #EITOEDOIEL LiZwnonzsiN
FELWVLIED, /) NVAL ISR, ANs Ab
DI BRERD,

L3I, ORBILBEHRT DXL ODFEEIC, TIHBOHE:
%5 L, BIfbVEZHIT) LELZKATERHADEZHNS

B, FOIBLHEIC KD, FOREIL, RO A HoBIHLEON
T, BLLAULKHIZAS LI, CORDRLELE, HELz
MoAZED, BEZITERDEZ, ZHUTLZATEFHEL L
BOPEXREHLDIT S,

ST, »OIBlICH ., FOADEZBABANDREFE LA LT, &
DEBDOBIFND Z L2 NIZHIS LOFE~NL D7D, KEHE, ik
Z ROMZEIAT ARG D | WZE, PrgEIcfi <, 22K DT E K REBITHR
AT, iFICwZ 2 THEARD, ZOEERM2RELZRHA I
BHIHEIZPIIT, HOEXLVEIED T, HEELVLSHLDOHHT
KT, DEEIVBEL T HS, BE HEhEoRoHH I F
2T, BADLEBRERD, L. »PRUIELEOOHEGER

D, THNFFSHFEOBICIILZZNEDL, FoFEEEHN, 2
Nz LTADBEIZHBIRI L0, 20BN T i3 b Sk
B3PI, EIHEREICIE T BURTIRENG 2 AR RS IE RS, &
WO, HEELCIE, TEEIR, MR, REEE, o d
D EPEERBAD, XD TuE, ROWEEED BP0 ZhkIC

Pl7z212Xh T, WXL TR LEARD,

%@E%’&%gihafi VUSRI E DMEDINZ B EDEE L 4
VF, ERIESEEO RIS TR O L T, DFL D B E
LJ&&$t®h&\ﬁﬁ%fb%ﬁ%%@f&<&6m8%\%
37 XABHITH L, KD LLBIC, MEREIcHHiINIcy
MZWREDHZHEL, bEIDIFKKELNDT, FIZOETR

CHELLLBHIWB DR,

ZDDIE, FETHH VP THIBANA LIFESIGSS 2, DICI3E)E

123, (EHERE 7 K532 « Bl + HHALY) b LIHHEICEIL L SNTWw 2 FHP, LIGED7- D DAt
HpEz2HTh, ARIELWAEDEZIZHNIT 5725 9, Interpretation by Watanabe Yasuaki,
KKS 7, p. 292, note 8.
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BOS FEITIFHZ L7, BNTIZRZ %2286 T IEil R 2372 <
TEPDBEDRPDD2%2, WEDH 2 ESMILICZDKRNEDIE
DEE BHELMAL D2 HEDIC, MOEEZDHIAL LW, &
ZHEPLEDVLILEIE, VPR LZEVENEHZE, TXTHE
AKORNEMW, BADHHESEC L b, BEEHEIBRRTELIRE
L, SN2 EHD, ZIUTE I AICIDEZFIKILD
B, DIEOARADKETHOERSCAMA LD LDHEDIC, i
52%>HkD,

HIch B ANF, B PITCAD I EZLDALZET, 22K IF
EHR st Tk, BoFoRb DL, Lrsz, TOHE
DRE D, B2BEONEZTT, EolE2kbE L, HEABXAZ
ENFEED AR IUL, Fo >, by HELE I DVIRO T, Fili, d5
B, E. T, BBELD kI FoHo, RKtoBbhiric
FEOT, ZHFADbHoFhWlHh 2, RADEEICHZ %
2%, 1L ANGELHRERD, [

In this opening passage of the Korai fiiteisho, unlike Kiyosuke, Shunzei is concerned
with the issue of what makes one waka poem superior to another. He claims that he knows the
answer, but admits that he cannot articulate it in words. On account of the difficulty of
elucidating the truth about waka composition, he compares his own teaching of waka to that of
the Threefold Truths of Tendai Buddhism.

Unlike Minamoto no Toshiyori, who also described the difficulty of teaching waka
composition, Shunzei attempts to conceptualize the issue at stake by employing the ambiguous

term, sugata (%), which I translated as the “style” of a poem. Although Shunzei admits that he

cannot explain the essence of waka, he says that “waka should sound somehow elegant (en) and

moving (aware), when they are vocalized and recited.” He calls that “the overall quality of a

124. KKS 7, pp. 27-30.
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poem,” or sugata, which is essentially determined by “how it sounds when it is read out loud.”

For the purpose of the present study, Shunzei’s emphasis on the oral/musical aspects of
waka is important because it reflects his view that waka—composed in the vernacular Japanese
language—is fundamentally different from kanshi, which is based on the literary language of
ancient China. Shunzei’s rediscovery of the phonetic qualities of vernacular Japanese appears
strikingly similar to what Dante Alighieri (1265-1321) wrote in his poetry treatise, De Vulgari
Eloquentia (1303-5) about his native Florentine Italian, and its use in poetry composition, as
opposed to gramatica—the Latin language—and other less “illustrious” Italian vernaculars. This
kind of comparative approach, which pursues the meaning of “vernacular” languages in different
cultural contexts, may be useful in further investigating Shunzei’s poetics.'*

It needs to be noted, however, that the language of waka was certainly becoming less
“vernacular” and increasingly more archaic in Japan by the end of the twelfth century, and the
term “vernacular” needs to be applied carefully. The effusion of waka commentaries in the
twelfth century simply attests to the fact that the language of ancient waka had already become
obsolete or difficult to understand for the majority of Japanese aristocrats by the mid-twelfth
century. In other words, Shunzei’s assumption that mastering his own selection of exemplary
poems from the past is the best and only way to cultivate one’s one poetic “style” (sugata)
ironically narrows the scope of the Japanese vernacular language at the time.

In other passages of the Korai fiiteisho, Shunzei compares the waka and kanshi

composition, and claims that the former is more difficult and profound because it is less

125. Dante, pp. 47-67.
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restricted by rules and other considerations.'*® In any case, in Shunzei’s Korai fiiteisho, or at
least in its preface, we have the first example in Japanese literary history (perhaps after the

Kokinshii prefaces) of analytical kagaku (#K“#?) discourse, a discussion that is not characterized

by uncritical, appreciation of those eccentric figures who personified the ideal of suki or poetic

passion, and their way of life.

Conclusion

In the first part of this chapter, I outlined the formation of waka studies (kagaku) in the
twelfth century by dividing it into the three phases: 1) 1110-1130 under the leadership of
Fujiwara no Akisuke (1055-1123) and Minamoto no Toshiyori (1055?7-11297); 2) 1130-1180
under Fujiwara no Kiyosuke (1104-77); and 3) 1180-1204 under Fujiwara no Shunzei
(1114-1204). By situating Kiyosuke of the Rokujo school and Shunzei of the Mikohidari in this
chronology, rather than treating them as rivals, I emphasized the similarities between the two
schools of waka as hereditary aristocratic units that made the study of waka their family
prerogative.

The pivotal change in the nature of waka studies in the 1150s through the 1170s was
engineered by Kiyosuke, the third-generation teacher of the Rokujo school of waka, who
codified the hitherto orally-transmitted teachings of waka in his family by composing a series of
waka commentaries and treatises, often in the style of setsuwa narratives. I argued that after
Kiyosuke, Rokujo and Mikohidari poets’ active production of waka handbooks for an ordinary

aristocratic audience enabled them to distinguish themselves from traditional Kidendo scholars,

126. KKS7, pp. 46, 92-93.
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who rather than committing their secret interpretations of the Chinese Classics to writing,
transmitted them orally to their descendants and to a handful of other qualified individuals.
Except for Masafusa, as a result, the influence of the Kidendo scholars faded by the beginning of

the twelfth century.

The second part of this chapter examined the founder of the Rokujo school of waka,
Fujiwara no Akisue, and his innovation of the Hitomaro eigu ritual in 1118. By analyzing the
record of the event preserved in the setsuwa collection, Kokon chomonjii (1254), I discussed how
Akisue drew inspiration for designating the Man *yoshii poet Kakinomoto no Hitomaro as the
“first teacher of waka” from the Kidendo scholars’ semi-annual ceremony at the State Academy,
which featured the worship of Confucius and the composition of kanshi poems. I also examined
Akisue’s collaboration with the Kidendd scholar, Fujiwara no Atsumitsu at this event, and with
the waka poet Minamoto no Toshiyori. By comparing the waka Akisue and Toshiyori composed
at the Hitomaro eigu ceremony, I concluded that unlike Toshiyori, who showed his respect for
Hitomaro by composing an imaginative poem incorporating the ancient locution “the field
watchman’s mirror” (nomori no kagami), Akisue only presented himself as an obsequious host.

The third section of this chapter examined Fujiwara no Kiyosuke’s waka treatise
Fukurozoshi (ca. 1157-58). Rejecting the image of Kiyosuke as a scholar of waka with an
“encyclopedic” knowledge of waka lore, I interpreted the meaning behind the cursory manner in
which he juxtaposed anecdotes and other information about the history of waka composition in
this book. Special attention was paid to Kiyosuke’s discussion of Noin and his waka teacher,
Fujiwara no Nagatd. By including a number of anecdotes that demonstrate Noin’s adherence to

the spirit of suki (poetic passion), while providing few comments on them, Kiyosuke seems to
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have acknowledged the importance of the non-utilitarian, highly idealistic approach to waka
composition, that was explored by No6in and Toshiyori as a means of cultivating the “poetic
mind” (fiiryii), rather than simply pursuing waka lore as an academic subject.

Finally, I examined Fujiwara no Shunzei’s Korai fiiteisho (1197, revised in 1201),
wherein he not only incorporated the logic of the Kidendd academicians (unlike Kiyosuke who
did not problematize various issues at stake), but also made a radical departure from their model
by drawing a close analogy between the “profundity” of the composition of waka and the search
for Buddhist truth. The novelty of Shunzei’s teaching is also attested by his departure from the
pattern of thoughts governed by the nebulous concept, suki.

I argued that partly because of the efforts on the part of the Rokujo scholar-poets to
incorporate Kidendd academician’s manners in their waka practices, Shunzei was able to write
the Korai futeisho, in particular its opening paragraphs, which can be read as a preface to the
entire book, even though he made no reference to the fact that he was inspired by earlier waka
prefaces (wakajo) and other compositions in kanbun.'” In a sense, Shunzei’s lack of interest in

128

suki'*® suggests that by end of the twelfth century, the idea that waka could express poetic

127. 1 owe this insight to Watanabe Yasuaki, who examines the influences of some of the kanbun
compositions from the anthology, Honché shajo shii (AH1/INF4E, Collection of Short Prefaces in Japan)

and the Honchéo mudaishi (AFAIEERE, Kanshi Poems Composed Without Topics in Japan), on how

Shunzei came to incorporate such ideas as kyogen kigo and the “profound disposition of the
mind” (kokoro no fukasa) in his preface to the Korai fiiteisho. (Watanabe 1999, pp. 290-312.)

128. In the words of Tabuchi Kumiko, L %> L Z DX [ca. Kamo no Chomei’s Mumyasho, after
1211, b IF T8EF ) Ftadhd, FfFI 2 K> T, (Tabuchi, pp. 222-23.)
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refinement (fiiryii), just as kanshi embodies fiigetsu, was well established. Thus it was no longer
necessary for Shunzei to emphasize the shared authority of waka and kanshi as the earliest verbal
art forms in Japan, to reiterate the importance of suki, nor to discuss how waka poets like Noin
and Toshiyori promoted, in their characteristically eccentric manner, the respectability of waka as
the embodiment of fiiryii.

In Shunzei’s Korai fiiteisho, ultimately, I discern the demise of the anecdotal discourse
that was first explored by Oe no Masafusa and Minamoto no Toshiyori, and which, throughout
the twelfth century, supplied the images of particular individuals who believed in suki, and in
kanshi and waka composition as enlightening, life-altering pursuits. Shunzei no longer needed to
depend on suki because his own teaching of the “profundity” of the waka composition more
logically addressed such potential value of waka composition to an even wider audience that

included Buddhist practitioners and warrior elites at the turn of the thirteenth century.
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Chapter Nine

“Koseki kasho mokuroku” and Shukaku Hosshinnd’s Poetic Quest for Imperial Identity

Introduction

The previous chapter examined Fujiwara no Akisue’s incorporation of kangaku scholars’
manners and formalities into his waka activities as the founder of the Rokujo school of waka. By
focusing on his innovation of the Hitomaro eigu (An Offering to Hitomaro s Portrait) ceremony
in 1118, I discussed how Akisue collaborated with the Kidendd scholar, Fujiwara no Atsumitsu to
elevate the social image of waka composition, and made the ceremony his own family’s
prerogative.

In this chapter, I will examine the life and works of Shukaku Hosshinno (5F 558 1,
1150-1202), a princely monk who resided at the Ninnaji temple ({-H1=F) in Kyoto, and whose

contribution towards the conservation of both religious and secular customs of the ritsuryo state
was one of the hallmarks of the cultural production of the insei period. Although still part of
Japan’s long twelfth century, the socio-political environments that surrounded the prince monk
differed greatly from those at the beginning of the century. After the death of Retired Emperor

Toba (&JIKE, 1103-56, 1. 1107-23), in the absence of a strong ruler, the imperial family were

no longer capable of settling the matter of succession without the military support of the
Minamoto and Taira clans. (Hogen and Heiji Disturbances, 1156-59). This led to the regency of

Taira no Kiyomori (*F-i& %, 1118-81), whose daughter married Emperor Takakura (i5i/8 K &, 1.

1168-80, 1161-81), Shukaku’s younger brother. As the maternal grandfather of Emperor Antoku
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(ZFERE, 1178-85, r. 1180-85), Kiyomori became the most powerful figure at the court during

the late 1160s through the mid-1180s.

At this time, Fujiwara no Akisue’s son and grandson, Fujiwara no Akisuke (J&/if B2,
1090-1155) and Fujiwara no Kiyosuke (/5 i, 1104-77), took over Akisue’s mantle as the

head of the Rokujo school of waka.! While Akisuke compiled the sixth imperial anthology of

waka, Shika waka shii GAI{EHIEREE, Florilegium of Japanese Poems, ca. 1151-54), after having
been asked to do so by Emperor Sutoku (53{# K &, 1119-64, r. 1123-41), Kiyosuke further

solidified the foundation of the his branch of the Fujiwara family’s household study of waka by
collating authentic editions of canonical texts of waka, such as the Kokinshii, and circulating
them among his family members.> Thanks to these efforts on the part of the Rokujo scholar-

poets and Emperor Sutoku, himself an accomplished poet, who until his exile in Sanuki (EIIE,

present-day Kagawa prefecture) in the aftermath of the Hogen Disturbance, promoted waka
vigorously,’ by the time Taira no Kiyomori and his kinsmen came into power, waka was not only
revived but highly revered as an embodiment of courtly splendor. As such, even some of the top
Taira warriors became eager to compose waka poems to demonstrate their cultural refinement.

By the early 1170s, around the time the historical narrative Imakagami was written by the poet

1. For biographies of Fujiwara no Akisuke, see Inoue, pp. 96-118. For biographies of Fujiwara no
Kiyosuke, see Inoue, pp. 119-149; Ozawa (1979), pp. 135-163.

2. Nishimura, pp. 175-194; Asada (1994), pp. 165-198.

3. Yoshino Tomomi discusses Sutoku’s relationship with Fujiwara no Shunzei, and interprets the seventh
imperial anthology of waka, Senzaishii (commissioned by Emperor GoShirakawa in 1183 and completed

9, 66

by Shunzei in 1187) as Shunzei’s “requiem” (#48l, chinkon, “pacification of a soul”’) for Emperor
Sutoku. Suzuki and Suzuki, pp. 93-98.
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Jakuchd (F{#f), waka milieus demographically and geographically expanded into various “waka
spheres” (F1HK &, wakaken), both within and outside of the capital Kydto.*

The continuous and widespread warfare, the decline of retired emperors’ political
authority and the rise of the Taira and Minamoto warrior-elites reduced the functions and even
the formality of the ritsuryo state to mere residual levels in the second half of the twelfth century.
These social changes strengthened the desire on the part of both “declining” nobility and
“emerging” warriors, as a means of survival and self-authentication, to connect themselves with
the vanishing imperial past through the composition of waka. In other words, in the rapidly
changing society, people sought the reaffirmation of their own “Japanese” identities by
embracing and appropriating the culture that had flourished in the preceding centuries.

Minamoto no Toshiyori (J5{2%H, 1055?-1129?), who lamented the decline of the Way of Waka

in his treatise Toshiyori zuino (ca. 1111-15), would not have foreseen the extent of the revival of
waka, nor the fact that his own poetry collection would become the object of scholarly attention
by late twelfth-century waka scholars. Unlike No6in, Toshiyori and Fujiwara no Akisue, poet-
scholars of the late twelfth century rarely expressed their anxieties about kanshi composition, nor
made self-depreciative and vindictive comparison of waka to kanshi.

At such socially tumultuous time, Shukaku Hosshinnd, the second son of Emperor

GoShirakawa (2 FIJAK &, 1127-92, 1. 1155-58)° emerged as a new patron of waka, partly

4. See for instance Nakamura Aya’s book chapter on the “waka circles” (WK¥E, kadan) centered around the
Kofukuji (Hi#E=F) and Todaiji (R K=F) temples in Nara in the late twelfth century. Nakamura, pp.
308-69. For the use of the phrase, wakaken, see Hirano, p. 41.

5. GoShirakawa’s first son is Emperor Nijo (.55 K &, 1143-65, 1. 1158-65); his third son is Prince
Mochihito (BAf~F, 1151-80), who in 1180 attempted a coup against the Taira together with Minamoto no
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because GoShirakawa himself was keen on promoting imayé (5%, popular songs) and

neglected waka and kanshi. This chapter will examine Shukaku’s role as a patron, poet and a
pedagogue of waka. Like Oe no Masafusa, Shukaku was well versed in the Chinese Classics, an
expert in both Chinese and Japanese poetry composition, and a prolific writer, whose prose
works include diaries, didactic essays, liturgical manuals, and commentaries on Buddhist

scriptures and music. According to the modern literary historian Wada Hidematsu’s (F1HHJEA2,
1865-1937) 1933 study, Koshitsu gyosen no kenkyii (5= ll#8 2 9%, Study of Books Written
and Compiled by Members of the Imperial Household), Shukaku Hosshinno authored some
ninety-five works. Not all of these survive, but the majority of religious texts are conserved in
the Ninnaji repository. Recent studies by Abé Yasurd ([ Z€EL) and others show that the
Kanazawa Bunko (£2:JR X Jii) in Kamakura also holds a significant collection of Shukaku’s
writings, some of which are not in the Ninnaji collection.’

I will examine an inventory of books on waka, attributed to Shukaku, known today as

“Koseki kasho mokuroku” (i i H %, “An Old Manuscript Catalogue of Books on Waka™).

Yorimasa, and was killed in a battle; his sixth son became Emperor Takakura; whereas Princess Shokushi
(AT E, 2-1201), a major poet in the Shinkokinshii, is GoShirakawa’s third daughter. Fujiwara no

Kiyosuke wrote his waka treatise, Fukurozoshi (254K, The Pocket Book), at the request of Emperor
Nijo. He also compiled the waka anthology, Shoku shikashii (¥tai{CEE, Florilegium II), but because

Emperor Nijo died in 1165, the anthology did not become a chokusenshii (imperial anthology). Ozawa
(1979), pp. 139-144; Suzuki and Suzuki, pp. 92-93.

6. The texts attributed to Shukaku can be classified into the following ten categories:
1) proceedings of rituals of esoteric Buddhism (X2, shidai); 2) Buddhist pronouncements (2,

hyobyaku); 3) records of important rituals; 4) records of the transmission of secret teachings of esoteric
Buddhism (EIHRL, kanjoki); 5) records of orally transmitted teachings (I, kuketsu) and lecture notes

for oral transmission; 6) commentaries on various rituals (¥); 7) decrees GE#, ikai) and general
instructions for Shukaku’s monastic disciples (7L, k7); 8) diaries (H &L\, nikki); 9) a treatise on music; 10)

and waka poetry.
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If we accept this catalogue as a product of Shukaku’s hand, it then provides very strong material
evidence to support my argument that by the late twelfth century, Way of Waka (waka no michi,

or kado #KiE) had become a fully fledged, independent field of study, based on the fact that a

total of some 170 titles on waka, including both numerous poetry collections and fifteen books

concerning “Poetic Principles” (#fii, zuino), existed in a single library. Why did Shukaku, the
head priest of Shingon (&) Buddhism at Ninnaji, collect such a wide array of books on waka?

Did Shukaku and his fellow monks study and compose waka simply for recreation, or were their

poems “expedient means” (J7{#, hoben, SK: upaya), written as a way of teaching and spreading

Buddhist doctrines?

I first examine the institution of sosshinno (princely priest), and how it evolved in the
particular social environment of retired emperors’ administrations. I then turn to the “Koseki
kasho mokuroku.” Although it was first identified as Shukaku’s book catalogue by the historian

Ota Shojird CAH S B, 1913-87) in 1954 article, ““‘Sokashoshi’ shosai ‘koseki kasho

mokuroku’: Imakagami chosha mondai no ichi chosho nado,”” neither the original nor complete
manuscript of the catalogue exists today. Therefore, the first half of the present chapter discusses
the peculiar ways in which the “Kasho mokuroku” survives in the form of a bibliographic

notebook of Maeda Tsunanori (Hii FH#fi#C., 1643-1724), a daimyé of the prosperous Kaga (JII'&)

province (present-day Ishikawa prefecture) and a bibliophile.

7. TEREEFE ) prik THEREHE) — TS8R FEMEO 857 £, “An Old Manuscript

Catalogue of Books on Waka” in Maeda Tsunanori’s Japanese and Chinese Bibliography: One Source for
Determining the Authorship of the Imagakami, and so on” originally in Nihon gakushiin kiyo (H ARE: 1

BEFC B, vol. 12-3 (1954): 169-86. Also in Ota shajird chosakushii, vol. 2 (1991).
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In the second half of the chapter, I investigate what the “Kasho mokuroku” reveals about
Shukaku Hosshinnd as a poet and a patron of waka, and as a pedagogical monk at Ninnaji. In
fact, on the surface, the promotion of waka composition at a Buddhist temple appears at odds
with the orthodox teaching of Buddhism, which traditionally disparaged poetry as “fabricated

words” (i, kigo), the very antithesis of the “truthful words” (B, shingon) of Buddhism.

Surviving manuscripts at Buddhist temples show that by the early thirteenth century, the reverse

sides of pages (fi15, shihai) of poetry collections were customarily “recycled” by hand into

Buddhist sutras, suggesting the increasing marginality of belletristic literature in monasteries at
the dawn of Japan’s medieval period.

Then, why was Shukaku so deeply involved with waka, to the point of building a library
of books on the subject at his monastic residence? If we assume that Shukaku promoted waka
because he was the scion of the imperial family, rather than because he was a Buddhist priest,
how do we explain his association of imperial identity with waka? Furthermore, how did he
“justify” his engagement in poetry composition to his monastic disciples? I will explore these

questions by analyzing Shukaku’s Uki (f17L, Records of the Right, 1186), which he wrote for his

young disciples at Ninnaji regarding various secular matters, including the composition of
poetry.® By doing so, I will demonstrate how Shukaku came to view waka as a form of poetry,
on a par with kanshi, an essential component in the cultivation of cultural refinement (fitryii) and

historical sensibility through the contemplative and imaginative use of language.

8. It is not clear why Shukaku’s written instructions on miscellaneous secular matters are collectively
called Uki. However, it is obvious that they were meant to be read together with sets of rules on mostly
religious matters in the similarly titled Saki (/5L Records of the Left, ca.1186) and Onki (fHIL, Prince

Monk Shukaku's Records, 1180). These three texts are available in the The Taisho Shinshii Daizokyo, vol.
78 zoku shoshi bu 9, pp. 601-19.
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1. /nsei and the Institition of Hosshinno

The institution of hosshinno (lit. “Dharma-prince,” princely monk) developed hand-in-
hand with that of insei. Traditionally, once imperial sons took the tonsure, they left the court,
moved into monasteries and became auxiliary members of the imperial family. Just as those
imperial sons who became commoners were no longer eligible for succession to the throne, these

“Buddhist princes” (AB R T, nyiido shinné) also renounced their imperial privilege and
devoted the rest of their lives to offering prayers and rituals for the welfare of the imperial family
and the state. Since its establishment by Emperor Uda (5% K2, 867-931, r. 887-97) in 888,
Ninnaji had been administrated by generations of such princes, who passed down the teachings
of esoteric Shingon Buddhism.’ For Shukaku, the legacy of Uda was more important than that of
other past imperial sovereigns because Ninnaji, named after Uda’s reign period (Ninna: 885-89)
literally meant Emperor Uda’s Temple."

In 1099, Retired Emperor Shirakawa conferred the title of prince (811, shinné) on his
son Kakugyd (%17, 1075-1105), who had taken Buddhist vows at Ninnaji at the age of eleven.

Kakugyd was twenty-five years old at the time. The Imakagami (%3, The Mirror of the

Present, ca. 1174-75) recounts that Shirakawa favored Kakugyo because he “turned out to be

9. For a brief summary of the history of Ninnaji and imperial sons during the end of the ninth through
mid-twelfth century, see Abé Yasurd, pp. 434-5.

10. However, the first two years of the Ninna era (885-6) were the reign of Uda’s father, Emperor Koko
(%%fa‘é’z, 830-87, 1. 884-7, also nicknamed as Emperor Komatsu UN /NG
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very competent and trustworthy as he matured.”"" The narrator mentions that the regent Fujiwara

no Moromichi (/i filiad, 1062-99) remonstrated with Shirakawa, claiming that such a

procedure was unprecedented."

Shirakawa’s policy toward Buddhism, driven by his desire to control Buddhist
establishments, as well as by his personal devotion to the religion, was especially radical. Most
symbolically, Shirakawa himself took the tonsure and became a “Dharma-king” (3% F, hoo, or
Cloistered Emperor) in 1096. To rule the country as a de facto sovereign not only after
abdicating but also after taking Buddhist vows was unprecedented in Japanese history. Certainly,
he was not the first retired emperor to be called a Dharma-king.” And in order to avoid
unnecessary reproaches by his rivals, such as the regent Moromichi and his younger brother
Prince Sukehito (#fif 81T, 1073-1119), Shirakawa compromised by not taking a Buddhist name

(homyé ¥£:44) so he could reclaim the throne (EEJi, chdso) in case his sickly son Horikawa

died." These details suggest that the institution of hosshinno was nothing more than a byproduct

11. Takehana, vol. 3, pp. 315-16.
12. Ibid.

13. In the Kokinshii, the Retired Emperor Uda is referred to as 4606 in the footnotes to the poems 919, 920,
and 1067. In the same anthology, he is also known as Emperor Kanpyo (%°f~) because he ruled the

country during the Kanpyd era (889-98); also as Emperor Suzaku Palace (4#Pi77) because he had a
villa by that name in Kyoto), and also as Retired Emperor Teishi (5*f-Ft), named after another villa of
his.

14. The “Bays without Fishing” (#J V) & € % ) chapter of the Imakagami details this episode along with

other idiosyncratic acts and rules Shirakawa imposed to demonstrate his devotion in Buddhism, such as
visiting an exiled high priest of Tendai Buddhism to learn the Lotus Sutra and its commentaries in sixty
volumes with him, despite the monk’s modest initial refusal; and also banning the killing of “the lives of
all the living creatures in this world” (ZE & £ L 421} % & D D), including fish, and the subsequent

prosecution of fishermen who happened to possess fishing nets. (Takehana, vol. 1, pp. 278-86.)
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of the newly consolidated administration of the Retired Emperor Shirakawa at the turn of the

twelfth century. Abé Yasurd (Fi35Z2ER), the pioneer of seminal research on Shukaku Hosshinnd

and his philological enterprise of esoteric Buddhism, argues that the integration of the Buddhist
and political spheres, furthered by the Retired Emperor GoShiarakawa and his son Shukaku,
symbolizes the intrinsically hybrid nature of Buddhism and imperial identity during medieval
Japan:

[If we consider] the “Dharma-king” (h60) as the [quintessential] medieval

king, an ideal image might have been ascribed to him as a transcendent

ruler, who integrates and sublimates the dualistic world view of the

religious and the secular, namely the kingly law and the Buddhist law. [...]

And the [king’s] son became the princely monk (4osshinno), who as a

religious acolyte of the retired emperor, [also known as] the Dharma-king,

was entrusted with the task of preserving Ninnaji, or Emperor Uda’s

“Royal Chamber” (omuro) and of transmitting his teaching of esoteric
Buddhism, alternatively known as “The Retired Emperor’s School.”"

If a prince-monk (hosshinno) played such a pivotal role as a retired emperor’s “acolyte”
in the formation of religious identity of Japanese imperial household during the medieval period,
it will become equally important to elucidate the specific role that an exemplary prince monk

such as Shukaku played in the cultivation of the imperial family’s secular identity.

2. The Modern Discovery of “Koseki kasho mokuroku”

15 oL LT NER) Lid, FELAEE VW), BERo et iz ii—ik8 7

%, BRI E V) BERSEE I N Wb Litky, L FEREO THE ) 2/
SFrErD ., 20 i, EREHAT 5, BEERIZERDOFANTH L LT, ZDETIE
BE L o7, Abé(1998), p.S.
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In bibliographical terms, “Koseki kasho mokuroku” is far from stable. Its discovery and
appraisal was essentially based on one scholar’s journal article, describing his perusal of an early

Meiji copy of an Edo transcription of the catalogue in question. The text was first introduced by

the historian Ota Shojird (AH & —-El, 1913-87) in his 1954 article, “ ‘Sokashoshi’ shosai
‘koseki kasho mokuroku’—‘imakagami” chosha mondai no ichi chosho nado” ( " FHEE L | T
# THEREHR — 58 FHEMEO—BEEZ L, “An Old Manuscript Catalogue of

Books on Waka” in Maeda Tsunanori’s Japanese and Chinese Bibliography: One Source for
Determining the Authorship of the Imagakami, and so on)."® As the title of the article suggests,

the catalogue was presented as bibliographical “evidence” (f4i%), in an effort to resolve

centuries of debate over the authorship of the Imakagami.

In the modern scholarship of Japanese classical literature, dominated by two seemingly
contrasting approaches—positivistic textual studies and appreciative aestheticism, this discovery
by an outsider to the field-the historian Ota, was considered a sensation, when it was reported in

an article in the Chitbu nihon shimbun (W358 H A7) on July 3, 1954 with the headline:
“Jakucho is the Author of the Imakagami—Solving a 700-Year Long Puzzle of National
Literature” (E 3% « LHED F VgL 158y OIEEIZEGHE). Ota humbly commented in

an interview that he could not say much except that he had discovered the author of the
Imakagami.” However, in a longer article published later the same year, he described his

discovery in his characteristically pompous manner:

16. Originally published in Nihon gakushi’in kiys (HAREEL:BiflEL), 12-3 (1954.12). Also in Ota shéjiro
chosakushit (XH & EFZ/ELR), vol. 2. Tokyo: Yoshikawa Kobunkan, 1991, pp. 70-94.

17. Chitb nihon shimbun, July 3, 1954.
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The Jakucho-authorship theory has finally produced a further revelation.
[The formerly known inscription in] the Nihongi shisho (Private
Commentary to the Nihongi) [which indicated the Jakucho-authorship] was
handwritten by Ken’a of Shomy®dji no earlier than the late Kamakura
period; it was, after all, quite suspicious, because it belonged to the genre
of texts known as “miscellaneous records.” Compared to that manuscript,
not only is [the present document]_older, but it [dates] from a time not so
long after the completion of the /makagami. Moreover, it is a
bibliographical catalogue with an unmistakably proper [provenance].
Therefore, it has much greater reliability.'” (Emphasis added.)

Due to its extensive coverage of literary texts from the mid-eighth through the early
thirteenth centuries, in the post-war scholarship of Japanese classical literature, the “Kasho
mokuroku” is often referred to as the sole or one of the earliest bibliographical records to provide
detailed information about the production, reception of early texts, and recording of the author,
format, the number of volumes, copies and variants. (For a list of references to the “Kasho
mokuroku” in Japanese literary scholarship, see Appendix 2.) However, except for Nishimura
Kayoko’s 1997 study on Fujiwara no Kiyosuke’s waka treatises, the titles of which are given in
the “Kasho mokuroku,” no scholars have attempted to examine Ota’s study directly, although
many have claimed that their philological studies rely heavily on the textual authority of the
“Kasho mokuroku.”

Ota’s discovery undoubtedly remains a cornerstone of Japanese modern philology. Not
only did it stimulate the development of new philological approaches in the study of Japanese

classical literature, it also inspired generations of Japanese scholars by demonstrating the power

18. HAKR I M4 Ff O£ THE RIHZ 69, X, WbIX—MOMEGLIRE TR 2 1X%¢E 2
7eDIH LT, DWW EZ A TR, SHOMVI2ES I EBREZEPST, HOL ¥
ELEFEHBRTXIZEMEE G, BHEFIERIC—2DNEZMA D TH S, Ot
(1991), p. 72.
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of a single bibliographical discovery, in this case, Shukaku Hosshinnd’s philological activity and
his enthusiasm for waka, as an accomplished poet, and the main protagonist in the revival of
waka in the twelfth century. The purpose of the present study it not to question Ota’s theory per
se. Rather, instead of making use of the catalogue as a source of information about particular
books on waka, I attempt to discuss the catalogue as a whole as evidence for the consolidation of

the Way of Waka by the end of the twelfth century.

3. Maeda Tsunanori (1643-1724) and his Soka shoshi

It should be noted that no document entitled “Koseki kasho mokuroku” exists today. The
title was created by Ota in his 1954 article.” The “Koseki kasho mokuroku” we know today is in
fact an untitled ten-page transcription of a manuscript, purchased and studied by Maeda

Tsunanori (B HIf#C, 1643-1724, also known as Shounkd FAZEAY), the fifth lord of the Kaga
Domain (JII'& %, present-day Kanazawa prefecture) in the early eighteenth century.

The serendipitous survival of the catalogue is due in large measure to the studious and
scholarly nature of the samurai lord, as well as to the immense financial resources of his

province, known as Kaga hyakuman goku (& 1 J3 47, Kaga’s one-million rice fief).”

Tsunanori, himself a devoted scholar of the Chinese classics, widely promoted learning by

19. Ota (1991), p. 86, note 8. For more details, see note 8 in Ota, pp. 85-6.

20. For a summary of Tsunanori’s biography and cultural enterprises, as well as photographs of many of
the Maeda family’s in-house treasure, see the exhibition catalogue, Exhibition on Maeda Tsunanori-The
Flower of Culture in Kaga (I AL D #E—RTHMIFE, £ EMiE), 1988.

21. Koku is a measurement for rice. One koku is approximately 180 litters. Kokudaka (£115) is the

production yield of rice, used to measure the size of a single municipal unite, such as a village or a
province. (Maeda Tsunanori ten, p. 8.)
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inviting prominent scholars to his domain.> He was also an enthusiastic collector of books, and
a student of both the Chinese and Japanese Classics. He began collecting books at the age of
seventeen.” In Ota’s words, he was a “bibliophile who deserves to be revered as a pioneer of
Japanese bibliography.”*

The so-called “Kasho mokuroku” exists in the Soka shoshi (2H#EE &, Japanese and

Chinese Bibliography)—a collection of Tsunanori’s bibliographic notes, housed today in the

22. For instance, Tsunanori lectured on passages from the Confucian Classics such as the Zhong yong ("
J&), Da xue (K7, and Lun yu (i) to the fifth shogun Tsunayoshi (f8/1[#5, 1646-1709). (Ibid., p.

5.) Regarding Confucianism, he summoned members of the notable Hayashi family, such as Hayashi
Razan (PR#(L1, 1583-1657), his son and grandson Hayashi Gaho (#AEZ&, 1618-80), and Hayashi Koho

(PRJELRE, 1645-1732); Confucian scholars sponsored by the Bakufu such as Kinoshita Jun’an (A | IEJE,
1621-98) and Muro Kyiiso (M8, 1658-1734); Isogawa Gohaku 7.1 I[[I{F (1649-99) who studied
neo-Confucianism (4 ¥-*#*) under the exiled scholar from Ming China, Zhu Shun Shui (4%#7K, Jp: Shu
Shunsui, 1600-82). For national studies and shinto, he invited Tanaka Ikkan (FH#"—P8, 1625-1701), and
for botanical studies (AEL%%), he hired Ind Jakusui (FiiZE 477K, 1655-1715) as well as Buddhist monks
from B55%, =15 and PiIlI. (Ibid., p.5.) Tunanori also studied neo-Confucianism with Tokugawa
Mitsukuni (811, 1628-1700) of the Mito Province, the compiler of the compendium of historical
sources, Dai nihonshi (KHAH). Although Tsunanori and Mitsukuni represented domains from

different parts of Japan, their temporary residences in Tokyo were located in close proximity to each
other. Unlike Mitsukuni who gathered historical documents for the compilation of his historical magnum
opus Dai nihonshi, Tsunanori was “primarily a bibliophile and a book connoisseur.”

23. The method of his book search was highly systematic. He appointed a few “book commissioners” (&
Y1%317), and also dispatched “research commissioners of the book” (FH¥J#iZ21T) to various imperial,

shogunal, aristocratic, monastic and private archives and libraries all over Japan. He was interested not
only in the Japanese and Chinese Classics, and purchased new books from China and Korea, and even
some medical and botanical books written in Dutch. (Ibid., p. 5) Furthermore, when he did not succeed
in obtaining the original of certain books, Tsunanobu often had them transcribed and made them available
for scholars. Likewise, after purchasing a book, he actually studied the text. Therefore, when the Kasho
mokuroku—an “exceptionally rare document”—came into his possession in 1708, he soon transcribed it (but
with some arbitrary abbreviations) in his bibliographical notebook, Soka shoshi. The original manuscript
which Tsunanori purchased and from which he made his notes in the S6ka shoshi does not survive in the
Sonkei-Kaku Library. Cf. Ota (1991), p. 86, note 10.

24, WO EIZFEE DG & TR B R EUFFEZ. Ota (1991), p. 51.
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Sonkei-Kaku Library (Bi#&E S ) in Tokyo.” The Soka shoshi consists of thirty-one booklets
(), and contains various records and memoranda on books, mostly written by Tsunanori
himself, under the following three categories: “Books sought and given to others” (:RiEF,
kyitisho), “Books in my personal collection” (K2, kazosho) and “Books seen and heard

of” (R, Kenbunsho).* The “Kasho mokuroku” is included in Book 72, under the third category.

Since the Soka shoshi is considered part of the Maeda family’s private archive, it remains

“sealed” (f#llIA })” still today, and thus Tsunanori’s original is not available for viewing by the

public. Ota acknowledges that his print edition of the catalogue, published in his 1954 article, is

based on the duplicate copy (RIZ, fikuhon) of the Soka shoshi.** 1had an opportunity to

examine the same duplicate copy of Book 72 of the Soka shoshi, in January 2010 at the Sonkei-
Kaku Library. The book (21cm wide and 15.5 cm tall) consists of front and back covers made of
thick, cardboard-like beige paper, and fifty-four folded sheet of thin paper (so called “calligraphy

paper” *f4f{%), bound with string. As each sheet of paper is folded, the total number of pages in

25. According to their own in-house gazette, the Sonkei-Kaku Library now houses some 35,100 books
(Japanese: 17,600 titles, Chinese: 11,900 titles, and materials on the Kaga domain: 5600 titles) FijFH &7

o BERKESCE N A, TERESCE 9% (1980.10), p. 4.

26. Maeda tsunanori ten, p. 230. In the Sonkei-Kaku Library, the Soka shoshi is kept together with the
Soka jien (Z2IEF5M, Japanese and Chinese Dictionary)-Tsunanori’s miscellaneous notes on words and

literary topics in forty-four booklets. While the Soka jien takes up the “first” (ken %) box, the Soka
shoshi is contained in the “second” (kon i) box. For the photographs of the wooden boxes and a few

random pages from the Soka jien and Soka shoshi, see Maeda tsunanori ten, p. 25.

27. The photograph of the inside cover of the box, which contains the forty-three books ({tt) of the Soka

Jjien, in which the Séka shoshi is included, has an inscription in red ink, “Sealed by the Lord in
person” (FHIIEE). Maeda tsunanori ten, p. 25.

28. Ota (1991), p. 92, note 52.
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the booklet is 108. On the front cover, the title Soka shoshi is inscribed on the left side. Beneath
the title, the category “Kenbunsho” (Books seen and heard of) appears, and to the right of the
title, a subject heading “Including djoden” ({EAEAEILIN) is inscribed. The book number,

seventy-two (151"2), appears at the bottom right corner of the booklet.

The first fifteen pages contain random notes on miscellaneous classical texts, mostly
historical records: Rikkokushi (7NIEISE, Six Chronicles of Japan, 720-901), Kojiki (W Sac,
Record of Ancient Matters, 712), Kogo shiii (W1 it18, Gleanings of Ancient Lore, 807) and
Inabado engi (KGRI, 4 Pictorial History of the Inaba Prayer Hall)—a picture scroll from
the early fourteenth century. The “Kasho mokuroku™ begins abruptly without a title (although
the previous page is blank) on page 16 (front), and continues through page 20 (back), making a
total of ten pages. The transcription of the catalogue ends with Tsunanori’s signature,
“Transcription completed on the eighteenth night of the Ninth Month of 1714” (/-5 H+/\
E.1), “Junior Third Rank Minister Captain Sugawara no Tsunayoshi’s Writing” (fi€ = {751
HeRFE B AHC ). This signature suggests that the daimyé Maeda Tsunanori considered himself
as a scion of the Sugawara family. Ota speculates that Tsunanori purchased the “Kasho
mokuroku” from a dealer in 1708.* We can thus surmise that Tsunanori was not only a book
collector, but that he was eager to “study” the manuscript by copying it, even though six years

passed since he acquired the item. Interestingly, he does not hesitate to abbreviate and omit

undecipherable or corrupt lines in the text.

29. Ota (1991), p. 94, note 72.
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Bibliographical notes on various gjoden (biographies of people reborn in Buddhist
paradise, see Chapter 5), which appear in the middle of the book, occupy eight-pages, and the

names Yasutane (B4R AL, 2-1002) and Masafusa (KYLIEFE, 1041-1111) are mentioned on

page 28 (front). The rest of Book 72 of the Soka shoshi also contains several booklists of music

treatises, and references to the waka treatise, Maigetsu sho (15 H %, Monthly Notes, 1219)

attributed to Fujiwara no Teika, and some medieval commentaries on the Man yoshii.
Tsunanori’s bibliographical notes give the impression of being random and incidental, but the
“Kasho mokuroku” is best examined in its peculiar context, constructed through the literary taste
and curiosity of an early-eighteenth-century daimyo. In other words, we can surmise that Maeda
(cum Sugawara) Tsunanori approached the “Kasho mokuroku” in the same way he did other
historical and literary texts from ancient and medieval Japan, presumably in search for his own

“aristocratic” and Japanese roots.

4. A Literary History of Waka in the “Kasho Mokuroku”

The “Kasho mokuroku” is a concise catalogue of some 170 books on the subject of waka,

from the Man yoshii (B 3E4E, Collection of Myriad Leaves, ca. 785) through the Shinkokin
wakashit (F11 5 FIHREE, A New Collection of Japanese Poems from Ancient Times to the

Present, also New Kokinshii, 1205). It classifies books into the following seventeen sub-

categories: 1) The Man 'yoshii (J15558); 2) topically categorized and abridged versions of the
Man yoshii GREEUTZEEE, [A$D); 3 and 4) the Six Imperial Anthologies of Waka (75fUEE); 5)

privately commissioned waka anthologies (FAME%R); 6) privately compiled waka anthologies (A
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##24£); 7) individual poets’ collections: the Thirty-Six Poets (f& 25 /S AN); 8) individual
poets’ collections from Middle Antiquity (G425 H1h); 9 and 10) individual poets’ collections
from the Recent Period (#2¢4E J11X); 11 through 14) Dairin (7E#K); 15) Principles of waka (%
¥, zuino); 16) miscellanea (4f); and 17) catalogues of waka anthologies (FIFK H &x).

As an inventory of property, the “Kasho mokuroku” reveals certain forms and conditions
that books as material objects existed in a historical time. For example, in Section One it states
that this collection includes “one copy” (—) of the Man 'yoshii, in the format of “twenty
scrolls” (11%). It also indicates that this copy of the Man 'yoshii has a “Japanese preface” (44
J¥%), consisting of “one volume” (—%&). Currently extant copies of the Man 'yoshii do not

contain a preface, but it can be surmised that at the time of the inventory’s compilation such a
preface existed.

The arrangement of Section Two suggests that the Man 'yoshii was so important that it not
only appears as the first item in the list, but also that it was circulated in multiple formats. One
example is a “topically classified Man 'yoshir” (GBEUT L) in “twenty volumes” (1), of

Fifm —

which “the second volume is missing” (55 _./K). The library also owned “another set” (X —#f)

of the Burui man’yoshii. Judging from the title, these may have been copies of Fujiwara no

Atsutaka’s ()R P, d. 1120?) Ruiju koshi JHZR 5 4E, Categorized Ancient Collection),” the

30. Fujiwara no Teika (i SR, 1162-1241), for example, refers to the Burui man 'yoshii on the
Fourteenth Day of the Seventh Month of Kangi (%%, 1230) in his diary, Meigetsuki (#H H 5., The
Record of the Clear Moon, 1180-1235):

Fourteenth Day. The rain has stopped. Clouds scattered in the morning, and after
the Hour of the Snake (between 9 and 11 am), the sky cleared. In the early
morning, I poured warm chrysanthemum [tea?] over my head. His Highness
[Fujiwara no Michiie (JJFIEZE, 1193-1252), regent and the son of Fujiwara no
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only extant copy of which is now in the Library of Ryiikoku University (FEZ A7) in Kyoto.”

Yoshitsune i B 4%, 1169-1206], gave me the Burui man 'yoshii in two codices.

<They say this is a property of the Renge’d’in [Temple]. Book I, Book II-these
were handwritten by Suetoki (Minamito Suetoki (JiZ=Kf), a close aid of Emperor

GoShirakawa) the Novice.> “Transcribe [from these] and submit [the copies],”
was told. Since my hand began to swell in the spring, I am now certainly
incapable of writing. Nevertheless, I told [His Majesty] that I would keep [them
for a while], and do my best to [complete the] transcription. To strengthen [my]
poor ability, I chant incessantly. (Those in triangle brackets are Teika’s own
interlinear notes.)

TPH<ZEIN>. Wik, HES, BEKE,

SHEV IO

Eﬁﬁ?f"nﬁ*ﬁﬁ*mgm£< HALERHYI S 4, B—, B FRAEEZ
>, AEGHEE,

HEFE2%E, AR, HAEERZHRZ, R &5

(Meigetsuki kenkyii B H ZLHF4E, vol.6, 2001.11, p. 20.)

In his commentary to this passage, Sotome Tadashi (7. H ZCZ£75) mentions that the Burui man 'yoshii

“can be considered as the Ruz]u koshii, which classified poems from the Man "yoshii, according to their
formats (AK{4%) and topics (#K#4). (Ibid.)

31. The Ruiju koshii, originally consisting of twenty books, encyclopedically reorganizes a total of some
four thousand poems from the Man *yoshii into the following categories: “spring,” “summer,” “autumn,”

“winter,” “heaven and earth”; “mountains and waters”; “plants trees, bamboos, vines, birds, animals, fish
and insects”; “properties (4 15), clothes, objects, zithers, wine, housing, boats and horses”; “gods,

9, ¢ 99, ¢

immortals, and humans”; “celebrations, lamentations, departures, object poems (ZFZJBE/E)”; “travels”;

“death poems (#5K), object poems (PR ALEHH)”; “episodic poems (5 Hi#%HK), burlesque poems (JERIE
HKE)”; “poems from the Eastern Provinces (H#K)”; “long poems (#k).” The sole extant copy (JIIA,

kohon) of the Ruiju koshii is considered to be written in the hand of four scribes from the late Heian
period. Regrettably, out of the twenty books of the Ruiju Koshii, Books 9, 10, 18, 20 are missing. They
probably contained the topics “love” (9,10), “long poems (18—the topic also appears in volumes 17 and
19), ’sedoka, or head-turning poems” (FE¥HAK) (20). (“Kaisetsu” by Nobutsuna Sasaki, in Ruiju koshii

(B £E), 4 vols. Edited by Kazutoshi Ueda (_:FH & 4F), 2nd revised ed., originally published by
Kanbundd (#2%) in 1913). Kyoto: Rinsen shoten, 1992.) In the Kasho mokuroku, however, he twenty-

volume Ruijii koshii, also appears in the last section on poetic commentaries, with its commentaries in
“five volumes.” (FHZ di 8113 M7 F1%). It cannot be determined, however, 1) whether this was

identical to the Burui Manyoshii, which is included in Section Two; 2) whether the separate inclusion of
the Ruiju koshii at the end of the catalogue suggests if this was added later, or this part of the catalogue
was supplemented later. In any case, the appearance of the “commentaries” on the Ruijii koshii suggests
that the Man 'yoshii was such an essential text that even its reorganized version became the subject of a
commentary.
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The Manyoshii also existed in codex formats. The inventory lists a “twenty-volume

version” (H#&A) of the Man ’yoshii in “three codices” (=Ilj). Moreover, it had “another
codex” (X1 that was a “five-volume version” (F.Z5A) of the Man 'yoshii. This abridged
version also existed in “one volume” (X —%&[A)).

The Kasho mokuroku also includes other classical texts in multiple copies and in different

formats. For example, Section Three contains two sets of Kokin (&%), the Kokin wakashii (i
SHEREE, Collection of Japanese Poems from Ancient Times to the Present, 905). One copy,
introduced as (&7 45— #JZ ATEEE), was a manuscript in the hand of Fujiwara no Norinaga
(BRI 2, 1109-7), the author of the Kokinshii chii (Y54 %5, Commentary to the Kokinshii,

1177), one of the earliest extant commentaries of the Kokinshii.**> The other, described as

“another copy by the same hand” (3. —#/[A1Z&/| ] fEEAZ),” was based on the recension of
the Retired Emperor Sutoku (52f8[¢, 1199-64, 1. 1123-41), an accomplished poet and a patron of

waka.”* Considering the pioneering roles both Norinaga and Sutoku played in the history of

32. Norinaga’s Kokinshii chit is based on notes ([&]55, kikigaki) of Norinaga’s lecture to Shukaku

Hosshinnd from the twelfth to the twenty-third of the Ninth Month in 1177. The only extant copy of this
text is housed in the library of Kyoto University, and its photostatic version was published as part of
Kiché tosho eihon kankokai (B EXEHATAT4Y) in 1931. A modern print edition is available in

Nihon koten zenshii (H At #1422E) edition of the Kokin wakashii (1927).

33. The interlinear note reads [LI f#BEA, but as Ota Shojird speculates, the first character and the
following space are probably a result of a transcription error of 5%, the first character of Emperor Sutoku
(Z2FEBE). Ota (1991). p. 92, note 52.

34. Emperor Sutoku is the first son of Emperor Toba (1103-56, r. 1107-23) and Taiken’mon’in Shoshi ({3
EMIBeEE -, 1101-45). He is usually remembered as the retired emperor, whose political influence was
completely eclipsed by that of his father and grandfather Emperor Shirakawa, (137 K &, 1053-1129, 1.
1072-86). The medieval setsuwa collection Kojidan (5955, Talks on Ancient Matters, 1212-15, ed.
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waka, in particular in Kokinshii scholarship, it can be assumed that these copies of the Kokinshii

were the best and most authentic of their kind in the late twelfth century.®

Minamoto Akikane J #H3#) even comments that Sutoku was probably Shirakawa’s son. Since the

Retired Emperor Toba was still at the height of his power when Sutoku abdicated (and himself became a
retired emperor), Sutoku was called the “newly retired emperor” (#lit). After Toba’s death in Hogen (£

JG 1, 1156), Sutoku and his brother (Toba’s fourth son) GoShirakawa fought over sovereignty (Hogen
Disturbance fRIGDifL). Sutoku, aided by Fujiwara no Yorinaga (B&J5{JHIZ, 1120-56) and his father
Regent Fujiwara no Tadazane (/i 5%, 1078-1162) lost the battle against GoShirakawa, who was
backed by Fujiwara no Tadamichi (/5L #H, 1097-1164), the first son of Tadazane. Consequently,

Sutoku was exiled to Sanuki Province, present-day Kagawa prefecture, and died there in 1164. As far as
Sutoku’s reputation among his contemporaries is concerned, however, he was remembered as a waka poet
and a connoisseur of music. As a sovereign, he was determined to “take over what had been
discontinued, and revive ancient precedents” ({ft . 72 2 2O &, HE H & Z W X ¥r). (Takehana, ed.

Imakagami, vol.1, p. 377.) In the “Sound of Spring” (haru no shirabe 7 D) chapter of the Imakagami,

Sutoku is depicted as a young emperor who frequently hosted private poetry parties, and often challenged
his retainers by making them compose difficult poems. As a fervent patron of waka, Sutoku requested the
leading poets of his time to submit their own poems in one-hundred-poem sequences (F  #K). Part of

this is now known as Kyiian hyakushu (A% H 1, before 1150). He also commissioned the compilation
of the sixth imperial anthology of waka, Shika wakashii (FAI{CFIEREE, A Waka Florilegium, 1151, ed.
Fujiwara no Akisuke /51 W#ili). While five of Sutoku’s poems were included in the Shikashii, 23 poems

and 7 poems were posthumously selected in the Senzaishii and the Shinkokinshii, respectively. The
narrator of the Imakagami, however, suggests that Sutoku’s poetic career could have been even more
glorious in his life time; that it was indeed “regrettable” (I'If L ) that Sutoku did not host poetry contests

(uta-awase), which were considered more formal occasions than poetry parties:

Although Sutoku was determined to revive ancient precedents, since he was not
able to conduct politics freely, and was completely manipulated by Retired
Emperor Toba, he could not fulfill ordinary duties [of an emperor such as hosting
poetry contests and promoting his own retainers.]

HEHREDHEIDOMMOLILIZBIILELAYS, HZLIZHZENEZ
FAFIE T, O E F UL, LT EHELLREFEHIITHROBIZILEL
¥ %, (Ibid., p. 390.)

35. Other texts in multiple copies include the Shizi wakashii (58 HTHEE, Collection of Gleanings, ca.
1006); Collected Poems of Ki no Tsurayuki (E . Z££, ca. 868- ca.945), Izumi Shikibu (F15% 25K, active

early eleventh century) and Minamoto no Toshiyori; the Toshirori zuino; the Ise monogatari; and the
Okagami.
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The Kasho mokuroku also records a series of lost texts (HUETE, sanitsu sho) such as the
Jugeshii (B T 28, Collection Under the Tree), Shazanshii (#1158, Retired Emperors’
Collection), Waka zuiné (f&Z3KBENN, Principles of Waka), Inaka zuiné (860X, Principles of
Waka in Countryside), Kawayashiro kanmon (LIS, Monograph on “Kawayashiro”) and
Chit kokin (7%, Commentary to the Kokinshii).*

Concerning medieval European library catalogues, Mary and Richard Rouse write:
“Naturally, [library catalogs and inventories] offer a wealth of evidence for the history of
medieval archive and library organization; perhaps unexpectedly, they also reveal the schemes of
classifying knowledge that were accepted in a given intellectual context.”’ The Kasho
mokuroku is also a product of such “schemes of classifying knowledge.” It is a list of canonical
works of waka, compiled under the influence of a hierarchic view of the genre, both
chronological and ideological. On the one hand, historically it prioritizes the Man yoshii as the
“origin” of the genre,™ and values imperial anthologies over privately compiled anthologies or
individual poets’ collections. (It also suggests that at the time, the Man ’yoshii was considered to
have been imperially commissioned.) On the other, it does not limit its scope to primary works
of waka, as it includes some twenty secondary works, poetic handbooks, treatises and

commentaries, the majority from the twelfth century: the Noin utamakura (ReIXIHK¥L, Noin's

Poetry Catalogue, date unknown, Noin: 988-?); Minamoto no Toshiyori’s Toshiyori zuiné (248

36. According to the present catalogue, the author of the Chit kokin is Fujiwara no Kiyosuke.
37. Rouse and Rouse, p. 8.

38. See for instance, Japanese preface to the Shinkokin wakashii, which calls the Man *yoshii as the “origin
of uta/waka” (D>D N IEHEIZ ) 7D A £ 7 D). (SNKBT 11, p. 18.)
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W64, Toshiyori'’s Principles of Waka, ca. 1111-15); Fujiwara no Norikane’s Domosho (P25,
Waka Commentary for Beginners, ca. 1145-53?); Fujiwara no Kiyosuke’s Commentary to the
Kokinshii (73 5%, now lost),” Ogisho (B34, Commentary on Secret Teachings, ca.
1124-447), Wakayé no tei (FIEER.Z YK, Styles of Waka), and Fukurozéshi FE5L¥- (Pocket Book,
before 1159); Kenshd’s Man 'yoshii jidai kanmon (B SEEEIRH\IE) X, Monograph on the

Periodization of the Man’yosht)* and Kawayashito kanmon; and Fujiwara no Shunezi’s Korai

fiiteisho (R JBIEYD, Commentary on Old and New Poetic Styles, 1st edition 1197, second

edition 1201).

Considering the rivalry between Kiyosuke’s and Kensho’s Rokujo school on the one
hand, and Shunzei’s Mikohidari school on the other in the mid-twelfth century, the inventory’s
inclusion of polemical works written by representatives of both camps is especially remarkable.

For instance, Shunzei’s Korai futeisho, of which the library possesses two copies, both in two

codices (7 2R EGATD b2 B E R L %), contains his polemical attack on Kiyosuke for

his attempt to explain waka through the application of rules appropriate to kanshi composition,
based on Chinese rhyme schemes*'; and against Kensho for his complaints about the

Roppakuban utaawase, particularly over the interpretation of the poetic word kawayashiro (7

ft, lit. “river shrine”).*? The title of one of Kenshd’s monographs, Kawayashiro kanmon, which

39. See Nishimura, p. 187.

40. Kenshd authored a similarly titled, Manyoshii jidai nanji (J7EESERHRUEESE, ZGR 451, KT bekkan 4),

but a text under the title Manyoshii jidai kanmon does not survive today.
41. KKS 7, p. 92.

42. Tbid., pp. 68-70.
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does not survive today, even suggests that the debate between the two poet-scholars escalated to

the point where Kenshd wrote an entire “report” (kanmon #3) on the subject.® This suggest

that Shukaku valued the opinions of both the Rokujo and Mikohidari schools of waka and
attempted to synthesize their different approaches to waka studies.
As for the Toshiyori zuino, discussed in detail in Chapter 7, the “Kasho mokuroku”

includes Toshiyori’s own manuscript version in one codex (—Ilifj 4 %), as well as another copy
in three volumes (X —A =%&). Details regarding the acquisition process of these items are lost,

but the latter was probably added because the former, albeit in the author’s own hand, was a
partial transcription of the 7oshiyori zuiné. Another possibility is that the owner of the collection
first obtained the three-volume edition of the Toshiyori zuino, and then fortuitously acquired
Toshiyori’s own manuscript afterwards. However, we have no way of knowing how many
copies of the Toshiyori zuino the author himself made.

The inventory also contains three copies of the collected poems of Toshiyori, usually

known as Sanboku kikashii (FXRZTHREE, Collection of Eccentric Poems by Toshiyori the

Useless). The first is a single codex with “the title Sanbokushii inscribed in Toshiyori’s own

hand” (— 1 A48 —HOREE 21H5E). The second copy consists of ten codices (3L —A-1fif),

and the third five codices (X —AFLli). The prioritized appearances of Toshiyori’s own

manuscript versions of the Toshiyori zuino and the Sanbokushii indicate that these copies were

considered more precious than the non-autographed versions. The existence of multiple copies

43. For an important study of the sub-genre of kanmon in twelfth-century waka studies, including the first
of the kind, Kiyosuke’s Hitomaro kanmon (NI, 4 Report on Hitomaro, 1153), see Nishimura, pp.

47-69.
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of these books also suggests that along with the other titles that exist in more than one format

(the Man ’yoshii, the Kokinshii, the Shitishii, Collected Poems of Tsurayuki B .2 %5, Collected
Poems of Izumi Shikibu F1 R4, and the Korai fitteisho), both Toshiyori zuiné and

Toshiyori’s poetry collection were highly valued texts by the end of the twelfth century.
In the “miscellanea” section, the “Kasho mokuroku” includes various prose works that
can be classified into vernacular historical narratives, poetry-tales, diaries, and setsuwa: Okagami

(K#i, The Great Mirror, late eleventh century) and Imakagami (¥1#i, The Mirror of the
Present, ca. 1174-5)*; Uji dainagon monogatari (TG KNS WIEE, Tales of Grand Counselor
Uji) and Kara monogatari FEYIGE, Tales from China); the Ise monogatari (FFEWIGE, Tales of
Ise, ca. 947) and Yamato monogatari (KNGS, Tales of Yamato, ca. 951); Miytaki no ki (&
al, Record of Emperor Uda’s Royal Hunt in the Miyataki Waterfall, ca. 898, by Sugawara no
Michizane & 58 5, Takamitsu shosho nikki (Fi76A R HEL, Diary of Lieutenant Fujiwara
no Takamitsu [ca. 940-94]), Makura no soshi (Fi& -, Pillow Book, after 1000?, by Sei
Shonagon {E AN ), as well as the Genji shit (JREEE, Collection from the Tale of Genji), a

collection of poems from the Genji monogatari (JRERYIRE, The Tale of Genji). The fact that

44. The first character of the Imakagami is usually 4. According to Ota Shojird, “it goes without saying
that T can be pronounced as %5 (ima)” ( "#11 2% 15, EMFNZ2LIE2ETELSWI ET
b7\ [L..]) (Ota, p. 89, note 30.) To elaborate on this, he gives an example from Book Five of the
Taigensho (K2R, 13 vols. 1512, Toyohara no Muneaki 45 #£K), a treatise on courtly music
(gagaku), wherein the Imakagami is referred to as ##i. (Ibid., p. 94, supplementary note 1.)

45. See Kuranaka (1980, 1986), and Takei (2003).

46. Makura no soshi is usually written as #L%.F-, but in the present catalogue, it appears as #i&§-. For

more derails on this, see Appendix, note 52.
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these prose texts were part of the canon of waka studies in the “Kasho mokuroku” suggests that
familiarity with court culture from the preceding centuries, in which waka played a pivotal role
in everyday life as well as in the literary imagination, was considered as important as acquiring

specialized knowledge of poetic diction.

5. Shukaku Hosshinnd and the “Kasho mokuoku”

Then, how and why did Ota come to attribute the “Kasho mokuroku” to Shukaku
Hosshinnd? In his 1954 article, he gave five reasons. Firstly, he points out that toward the end
of the catalogue, there is a reference to “The Southern Imperial Residence [Accompanied with?]
the Repository of Sutras” (FifHIFEEAHIT). The combination of the words “imperial
residence” (fHIFT, gosho) and “repository of sutras” (#&Ji, ky6z0) certainly implies a monzeki
(FJ#5), a Buddhist temple inhabited by princes, such as Ninnaji.

Secondly, he says that in Section Ten, the catalogue contains an “autograph” (H &) of
Shunzei’s poetry collection, [Collected Poems of] Lord Shunzei (2IXJHI5E). Extant copies of
Shunzei’s collection, Choshii eisé (FFKiki%, Collected Poems of Lasting Autumn) contain a

colophon, actually written by his son Teika, which indicate that the Choshii eiso was originally

commissioned by Shukaku and submitted to him upon completion:

These three volumes were written and submitted in the summer of Jisho 2
(1178), in response to a request of His Highness, [residing at] the Ninnaji.
In recent years, the draft version [the autograph] was loaned out due to the
request of a dignitary. Because the borrower did not return it, to make a
provision in case of [my] sudden memory lapses, additionally I asked
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permission to borrow the valuable manuscript from the Ninnaji, and had it
transcribed. Using this copy, I have thus completed this edition.

Twenty-second day of the Fourth Month, 1229. Senior Second Rank
[Fujiwara no Teika]

=B, RARTAER . IROCASFE AT, g,
PR AR E AT AR, ARG 2, RS, T REA
TEH L, DA Z,

WEJCHEMAH H  ETA (e @

Thirdly, Section Three of the “Kasho mokuroku” indicates that this inventory included
the Retired Emperor Sutoku’s recension of the Kokinshii, which was transcribed in the hand of
Fujiwara no Norinaga. Ota points out that according to one source, Shukaku received one of the
several copies of the Kokinshii Norinaga produced by copying Tsurayuki’s own Kokinshii

manuscript, which Minamito no Arihito (J5if51=, 1103-47, Prince Sukehito’s #ifi{" son, aka {t.[
7 KE) had earlier offered to the Retired Emperor Sutoku as a gift.

Fourthly, Priest Kenshd’s (A, ca. 1130-ca.1210) relationship with Shukaku is widely
known.* According to Nishimura Kayoko, Kenshd moved from a monastery in Mount Hiei (kb
#X111) to Ninnaji around 1182-84.* Shukaku was in charge of Ninnaji after the death of his

predecessor Kakushd Hosshinno (5147581 £, 1129-69, Emperor Toba’s son), who used to

47. Ota, p. 86, note 16.

48. See for example, Hashimoto (1920); Kytisojin (1942), pp. 17-23, Nishimura (1997), pp. 270-89. For
chronology (nenpu i) of Kenshd’s life, see Kawakami, pp. 1024-34.

49. Nishimura, p. 270.



409

compose waka with Kenshd’s half-brother Fujiwara no Kiyosuke.™ Although Kensho
occasionally joined in Kakushd and Kiyosuke’s waka events, he had not yet become a prolific
exegete of waka literature during the lifetime of his influential brother, Kiyosuke. Between the
years 1183 and 1185, Shukaku commissioned Kensho to write commentaries on imperial
anthologies of waka, Kokinshii (905), Gosenshii (951), Shiiishii (ca. 1005-7), GoShiiishii (1086),
Kinyoshii (1127), and Shikashii (1151-54), as well as on other miscellaneous collections from the
relatively recent period such as the Horikawa hyakushu (ca. 1105-7) and Minamoto Toshiyori’s
Sanbokushii.”* The fact that Section Ten of the “Kasho mokuroku” includes Kenshd’s poetry

collection, which does not survive today, with its reference to the “imperial residence” (fHl7),

attests to the intimacy between Shukaku and Kensho.
Fifthly, Ota points out that although the Shinkokinshii (1205) was completed three years

after Shukaku’s death, the so-called Ajari Recension (P BIZLA) of the Shinkokinshii contains a

colophon, which indicates that Teika submitted his own manuscript version of the Shinkokinshii
to Ninnaji. At the end of Section Sixteen, the “Kasho mokuroku” includes a copy of the
Shinkokinshii in twenty books, written by Teika. This may not directly support Shukaku’s
involvement, but Ota argues that in any case, it was common for book catalogues to be emended
by those who inherit library collections.

From the Buddhist point of view, the existence of such an elaborate collection of books
on waka in a monastic compound is unusual, if not scandalous, because in Buddhism in early

¥

Japan, poetry was generally denounced as “wild words and decorative phrases” (3F 5 fi s,

50. Ibid.

51. Nishimura, pp. 272 and 277.
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kyogen kigo), and the composition of waka could not have been promoted officially. According

to Hirano Tae (*F-¥7% &), the enunciation of “fabricated words” (kigo), as opposed to truthful
words of Buddha, was traditionally regarded as one of the “Ten Evil Actions” (/) in

Buddhism.” Although monks continued to compose waka partly because it was Japanese

“custom” (fitzoku, JEUE),” it was equally common to reuse the verso pages (f%15, shihai) of

former books on waka, such as poetry anthologies, to copy Buddhist sutras and prayers,
suggesting the priority of Buddhist texts over literary ones in monastic surroundings.**
Moreover, while Chinese classical texts were traditionally an integral part of monastic
libraries, literary texts in Japanese were usually excluded from Buddhist repositories. As I
discussed in Chapter One, Chinese literature was considered useful for monastic students

because the majority of Buddhist scriptures were written in Chinese, and training in that

52. Hirano, p. 5.

53. For instance, Priest Jien (34, 1155-1225), the son of regent Fujiwara no Tadamichi, who while

being a prolific waka poet, became chief abbot of Tendai Buddhism, made the following comment in his
poetry collection, Shiigyokushii (36 K%, Collection of Gleaned Jewels, posthumously edited in 1328-46):

“Indeed, waka softens [that which expressed in] Chinese letters. As such, it is a custom of Japan [lit.
“Land of Gods”]. CHICHE DT ZHI 5 X ZAIRIZMHE D EYA 7 D, ) Quoted in Hirano, p. 8. For

discussions of waka-related activities at monasteries at Kofukuji (${5<7) and Todaiji (HK=F) in Nara

in the late twelfth century, see Nakamura, pp. 308- 68. For a book-length study of the Buddhist priest
Myoe (HHR, 1173-1232) and his lifetime commitment to waka composition, see Hirano (2011).

According to Hirano, Myde studied waka with his uncle Priest Jokaku (L%, 1147-1226), who was
involved in Kenshd and Shukaku’s waka coterie (FI#K[&, wakaken) at Ninnaji. Hirano, pp. 37-42.

54. For one instance, see Okuda Isao’s (¥H ) bibliographical report on Fujiwara no Kinto’s (i 2>
£, 966-1041) poetry collection Kingyokushii (5 %££), discovered on the verso pages of a Buddhist text,
Shaku maka enron (FREEZHTH) at Kozanji (55 1LI5F). Okuda (1978), pp. 239-48. Kobayashi (1980) also

points out that miscellaneous jottings in Japanese, such as poems, occasionally appear on the verso pages
of scriptural writings from the Kamakura period, suggesting that former manuscripts of Japanese
literature were commonly recycled into Buddhist manuscripts. (Kobayashi, p. 487.)
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language through non-Buddhist texts was essential. However, that was usually not the case for

vernacular literature. According to the modern Japanese linguist Kobayashi Yoshinori’s (/MK
#1) study on the library at K6zanji Temple ({5i1115F) in Kyoto, during the Kamakura period

(1185-1333), Japanese literature, including waka, was not actively pursued by the monastic
library.> Because Kobayashi’s study is mainly based on thirteenth-and fourteenth-century
bibliographical inventories at Kdzanji, his conclusion cannot be uncritically applied to the
situation at Ninnaji a century earlier. However, as a rare example of a catalogue of waka books,
with a plausible monastic provenance, the “Kasho mokuroku” is unquestionably an unique text.*
Indeed, the peculiar status and function of Ninnaji in turn-of-the-thirteenth-century Japan
is a key to understanding the uniqueness of the “Kasho mokuroku.” I will argue that Shukaku
collected, or more precisely, was able to collect these manuscripts simply because he was a

prince. The second son of Emperor GoShirakawa (f"ﬁ HiBE, 1127-92, 1. 1155-58), he retained

his connection to the imperial household throughout his lifetime. In fact, as hosshinné and the
chief abbot of the Ninnaji, his principal role was to conduct Buddhist ceremonies for the welfare
and prosperity of the imperial family. If Oe no Masafusa (1041-1111), the prolific writer of
ganmon (Buddhist vows) had earlier represented the individual voices of his imperial patrons by
weaving them into the highly ornate Sino-Japanese compositions, Shukaku sublimated them into

incorporeal incantations in the liturgical space of esoteric Buddhism.

55. Kobayashi, p. 487.

56. For instance, another twelfth-century catalogue of waka books, Waka genzaisho mokuroku (FIEREIAE
FHHE), Catalogue of Extant Books on Waka, 1166-68), the reference to which actually appears in the

“Kasho mokuroku,” and which partially survives in Zoku gunsho ruijit 470, does not show any direct
links to a monastic library.
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However, despite Shukaku’s efforts to protect the imperial family and the state with

rituals, the “fate of the imperial family” (££3#) became increasingly uncertain by the end of the
twelfth century. As Shukaku confessed in his diary, Saki (/CiL, Records of the Left, ca.1186), the
drowning suicide of Emperor Antoku (ZZ{# K &, 1178-85, 1. 1180-85) at the age of eight along
with the members of his maternal Taira (*f*) clan in 1185 was not only an appalling but
“indescribable” (#fiZ) event for him,” especially because Shukaku had conducted a series of
special Buddhist ceremony called “The Rite of The Peacock Sutra” (fLEERETE, kujakukyé ho)™

for the safe birth of the young emperor.”® As an official religious protector of the imperial family,
Shukaku must have become aware of the futility of fulfilling monastic duties, especially after the

rise of Minamoto no Yoritomo (J54H5H, 1147-99) and his establishment of the first military

government in Kamakura in 1192.

At a time of social disorder, it is not hard to imagine that Shukaku approached waka,
along with court music, as a means of recalling the past splendor of imperial Japan. Certainly,
his collection of books on waka was a way of protecting them from physical damage and loss at
a time of intensifying nationwide warfare, often accompanied by arson. Moreover, by studying
waka and incorporating some of the most memorable lines by ancient masters into his own

poems, Shukaku, whose public persona remained that of an austere Buddhist priest, continued, at

57. The Taisho shinsht daizokyd, vol. 78, p. 2492 (607).

58. The Peacock Sutra (SK: Mahamayuri-vidyarajiii) is “an early work of Buddhist magic, derived from
the peacock-protecting devotion (mora-paritta) found in the Theravadin atanatiya-suttanta.” (Digital
Dictionary of Buddhism on fLE#EHHT#£.) Accessed on April 25, 2011.

59. For the detail of this event, also recounted in the Tale of Heike, see Abé Yasurd, “Shukaku hosshinnd
to ‘mitsuyosho,’” pp. 35-46.
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least in his imagination, to live the life of a learned ruler of the past, and express this side of his
identity in poetry. In other words, like Emperors Daigo and Murakami as portrayed in Oe no
Masafusa’s Godansho, Shukaku possessed “poetic passion” (suki) and actively pursued the Way
of the Arts (suki no michi) by collecting books on waka. Shukaku’s intense collaboration with
the poet-scholar Kensho during the 1180s, and his commissioning of commentaries on the major
canon of waka, epitomizes his sense of mission not only to preserve the ancient practice of waka

but to revive it as a source of his own imperial identity.

6. Shukaku Hosshinnd and the Realization of Frgetsu Through Waka

Shukaku’s safeguarding of the traditional art of waka may have been inspired by the

unconventional taste of his father, Retired Emperor GoShirakawa, who preferred imayo (¥,

“popular songs”) to waka or kanshi. Although GoShirakawa commissioned the seventh imperial

anthology of waka Senzai wakashi (T#AMIHEE, 1187, ed. Fujiwara no Shunzei), he did not
take part in waka-related activities. Shukaku, however, organized monthly waka gatherings at
Ninnaji beginning from the Jishd era (J57X, 1177-81), mainly inviting high-profile Taira poets,
such as Taira no Tsunemori (*F-#%E%, 1124-85) and his brother Taira no Tadanori (*F- &0 B,
1144-84).% In the introduction to his diary, Saki (/£5L, The Record of the Left, ca. 1186),

Shukaku fondly calls Tsunemori and Tadanori késhi (41, lit. “those who liked [waka]”).”" In

60. For biographies of Taira no Tsunemori, Tadanori and other prominent Taira poets, see Inoue, pp.
371-418.

61. The Taisho shinshii daizokyo, vol. 78 zoku shosht bu 9, p. 607. For a discussion of Fujiwara no
Teika’s somewhat pejorative references to koshi in his diary Meigetsuki (W H L., The Record of the Clear

Moon), see Tabuchi, pp. 221-46. See Nishimura, pp. 274-75 for Shukaku’s collaboration with the Heike
poets. For my analysis of one of Tsunemori’s poems, included in the Senzaishiz with an attribution to an
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1198, Shukaku commissioned fifty-poem sequences from seventeen leading waka poets at the
time, paying no regard to their factional differences; these included Kenshd, Fujiwara no Suetune

(&) Z84%, 1131-1221, Kiyosuke’s half brother), Fujiwara no Ariie (55 5R, 1155-1216) from
the Rokujo school, and Shunzei, Teika, Jakuren and Fujiwara no Ietaka (B 5¢FE, 1158-1237)
from the Mikohidari school. Known as Shukaku hosshinné ke gojisshu ("FRIEBR ERTL1H)
or Omuro gojisshu (fH1Z 1.1, a total of twenty-five poems from this collection were later

selected in the Shinkokin wakashii, including the following poem, “one of Teika’s best known:

On a spring night BDXD
Floating bridge of dreams BOIFIE L
Comes to an end; E7ZZLT

The sky with trailing clouds AU DHD 5 >
Separating at a mountain peak. ZEDZS

(Shinkokinshii, Spring 1: 38)%

The phrase, “floating bridge of dreams” (yume no ukihashi) refers to the final chapter of
the Tale of the Genji, but in this context, it probably alludes to a succession of intermittent

dreams. The word todae shite in the third measure indicates that the protagonist’s dreaming

stopped abruptly, replaced by an image of “trailing clouds separating at a mountain peak.” As it

appears in the “Spring” section of the Shinkokinshii, in the poetic sequence of “spring dawn” (&

%), on the surface this poem can be appreciated for its atmospheric depiction of the end of a

anonymous poet (yomibito shirazu), see Chapter 7.
62. Shirane (2007), p. 614. (Comment made by Lewis Cook in his commentary to this poem.)

63. SNKBT 11, p. 30.
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“spring night.” However, read in conjunction with its honka (AHR, a base poem), from which

Teika borrows the expression in the fourth measure, mine ni wakaruru (“separating at a mountain
peak”), a whole new world of interpretation, which cannot be otherwise discovered by perusing

Teika’s thirty-one syllables or reciting them like a mantra, unfolds:

White clouds JES T
Separate at a mountain peak &z 5 >
When the wind blows; HE®D
Completely indifferent are T ZATONK E
Your feelings for me. BD3LH

(Mibu no Tadamine, Kokinshii, Love 2: 601)

Knowing Tadamine’s poem from the Kokinshii, the reader of Teika’s poem realizes that
the image of the trailing clouds “separating at a mountain peak” symbolizes a separation from a
loved one, and the lover’s “complete indifference.” In this regard, the fact that Teika’s poetic
subject continued to see this image after waking up poignantly suggests that s/he was still caught
between between dream and reality, and that the dream in question was perhaps not a happy one.

I discuss Teika’s poem and its modus operandi as a way of questioning what it meant for
the prince-monk Shukaku to encourage his contemporary poets to compose waka, within the pre-
assigned framework of the fifty-poem sequence; twelve poems on spring, seven on summer,
twelve on autumn, seven on winter and twelve on miscellaneous themes.** In short, the

compositional technique of “allusive variation” (AHKHY, honkadori), often associated with the

64. Of the twelve “miscellaneous” poems, two are preassigned as “celebrations” (1), three as “personal
misery” (), two as “reclusive life” (PJf) and three as “travels” (/i) SKT vol. 4, p. 615.
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poetic style (K&, kafii) of Shinkokin shii poets circa 1200, was not simply a matter of aesthetics,

but rather a way of life, requiring not only knowledge of classical waka, but a commitment to
immerse oneself in the world of poetic language from the past, if only for the brevity of thirty-
one syllables.

Shukaku was not an ordinary patron who sponsored literary activities as a bystander. He
also contributed his own fifty-poem sequence to the Omuro gojisshu event he organized. His

poetry collections, Hokuin omuro gyoshii (ALEEHIZHIEE, Collection of The Northern Cloister
the Royal Chamber) and Shukaku hosshiné shii (\FHIEBLITEE, Collection of Shukaku
Hosshinno) contain some three hundred of his waka.®® Seven of his poems appear in the

Senzaishii, and five poem in the Shinkokinshii (two of them were composed at the Omuro

gojisshu). The following poem appears in the Winter section of the Senzaishii:

At Henjoji Temple, a poem composed on the topic, “Snow Beside a Pond”
Dharma-Prince ™ of Ninaji

WEFIC T, Ml E EnAB0%E XA 5 ST

If waves rise e APITIR
Snow on the waterside AZIZDDE D
Would completely melt away. ESABEL
With such a sensitive mind, DdHTDH

The surface of the pond remains frozen. I 0Tk
(Senzaishi, Winter: 456)%

65. For commentaries to all the poems composed by Shukaku, see Oda (2001).

66. SNKBT 10, p, 137.
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Compared to Teika’s poem on the “floating bridge of dreams,” this poem is less ornate
and allusive, but no less imaginative. Its uniqueness lies in Shukaku’s application of the
anthropomorphic phrase, kokoro ari (“having a sensitive mind”), to the pond, which remains still
so as not to disturb the snow covered landscape. This poem does not have a base poem (honka)
from which it borrows an entire measure verbatim, like Teika’s. Nevertheless, Shukaku possibly
composed this poem under the influence of a Sino-Japanese couplet composed by Sugawara no

Fumitoki (899-981), which appears in the Wakan roeishii:

Who said that water has no heart?
When confronted with concentrated beauty,
waves [in the pond] change their hues.

Who said that blossoms have nothing to say?
When light movement on the water surface intensifies,
shadows [of blossoms] move their lips.

“the Light of Blossoms Floating on the Surface of Water”
Sugawara no Fumitoki

AAVKIEL BB S WA
AEAIERR B

Z{ b, e G o = T
(Wakan réeishii, Spring “Blossoms” {t: 117) ¢

67. SNKS 61, pp. 51-2. In Japanese, the couplet can be recited in the following manner:

fetupvo L KIZTAKLLE BXI)AABAT FAHINAT
npwo L B DwiETE FueIBLT #EU2 2807
EDVET U & 9 IS E =
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Fumitoki’s kanshi poems, even a short couplet like this one, epitomize the Kidendd
scholar’s ability to capture in words a brief encounter with nature (even if it is in an artificially
crafted environment like a garden, or utterly in his imagination). In this couplet, Fumitoki

focuses on the topic “the Light of Blossoms Floating on the Surface of Water” ({6617 7K 1),

and depicts the parallel images of the flowers and the water through somewhat humorous
personification. As I discussed in Chapter 2, because this approach to kanshi composition was
most rigorously practiced by literati in the tenth and eleventh century at the heyday of the

Kidendd curriculum in the State Academy, the nebulous term fiigetsu (JELH, “the wind and the

moon”) itself came to symbolize the compositional skill in kanshi, and even more figuratively,
“poetic elegance.” Although there is no linguistic correlation between Shukaku and Fumitoki’s
poems, their poetic subjects, personified “ponds” in winter and spring, are surprisingly similar.
Certainly, a conclusion regarding Shukaku’s poetic skill cannot be drawn from analyzing only
one example. However, as far as the Senzaishii poem in question is concerned, we can say that
Shukaku himself was a poet “with a sensitive mind,” who was able to compose a waka as an

embodiment of his true understanding of fiigetsu.

7. Shukaku Hosshind’s View on Waka and Kanshi in his Records of the Right (1186)

So far, I have argued that Shukaku Hosshinnd collected a large body of waka-related
material in his library at Ninnaji for the following two reasons: 1) his “poetic passion” (suki)
inspired him not only to collect old manuscripts and to commission commentaries to the existing
canon of waka, but also to sponsor and participate in numerous waka events, while encouraging

contemporary waka poets, like Fujiwara no Teika, to explore new realms of waka composition
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through their use of the compositional technique of allusive variations (honka dori); 2) Shukaku
considered the composition of waka a superior means of reconnecting himself with the imperial
past (vis-a-vis imayo, popular songs, which his father Emperor GoShirakawa promoted), because
waka was the embodiment of personal “poetic refinement” (fiigetsu) on a par with kanshi.

To ascertain these hypotheses, Shukaku’s own thoughts on waka need to be examined. In
this regard, we are fortunate because along with many liturgical records and manuals of esoteric

Buddhism, the Uki (45 7C, Records of the Right, ca. 1186), a collection of Shukaku’s disciplinary

guidelines for his monastic disciples, survives.®® The topics covered in the Uki are mostly secular
matters, and range from music performance, dietary restrictions, instructions on how to clean the
temple compound, the proper use of lanterns at night, and the prohibition of playing board games

such as go (%) and sugoroku (JN) as well as of keeping pets (&5 ERJHE 2 &) with the

exception of roosters and dogs. The following passage gives Shukaku’s views on “banquets and

parties” (J§%), during which waka was often composed:

Arriving at banquets and other meetings too early is unthinkable. You shall

who have]_passion (suki). Moreover, if you are a novice, [that is where]
you will be meeting with [respected] kanshi and waka masters. It is
important that you carefully check your “pocket paper” [kaishi, on which
poems to be recited at the event are written] before presenting them in
public; [do this] before anyone has shown up, while finding your seat at the
end of a row. [Those poetry masters naturally] will give you advice.
Showing excessive enthusiasm [lit. “inclination”] is a problem of
immaturity, At a banquet, ordering attendants to pour many cups of wine
for yourself is problematic. This invites drunkenness and may result in

68. The Taisho Shinshii Daizokyo, vol. 78 zoku shoshii bu 9, pp. 601-7.
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your lying on your back. Is it permissible to leave before the banquet is
over, in the middle of the event? I am very reluctant to advise [you] to
leave [a poetry event] early. Because you must prepare in advance for
kanshi and waka gatherings, you should not leave them early.

—, NER I —YaaRPESEN 2E M, Arifl, B —%
ZiEfL, FEMEESE RESTSYOBATZE, H EPILEEE
AP ETRRAIL, RS ARSI N Z IR AT R A i R, HAA il
ZE. HPMEAM B, W 2R A MRz HAME RS

BAIT 2 B PN Ih SRS el TR 2R, i F 2 BOGR
IR, GRS A G R, [...Emphasis added.] ®

Earlier, I mentioned that in the introduction to his Saki (The Record of the Left), which as
a companion to the Uki, supplies Shukaku’s instructions for various religious matter for his
monastic disciples, Shukaku reminisces and fondly calls Taira no Tsunemori and his brother

Taira no Tadanori koshi (%12, lit. “those who like [waka]”). This and my discussion that

Shukaku himself was an enthusiastic poet and patron of waka may give the impression that he
wholeheartedly embraced the ideal of “poetic passion” (suki), as it was described in Oe no
Masafusa’s Godansho, Minamoto no Toshiyori’s Toshiyori zuino, and Fujiwara no Kiyosuke’s
Fukurozoshi. In fact, judging from the “Koseki kasho mokuroku,” the somewhat obsessive
manner in which Shukaku collected manuscripts of waka anthologies and treatises, and even
some loosely related prose literature from the preceding centuries, is analogous to Emperors
Daigo (r. 897-930) and Murakami (r. 946-67), who in the words of Masafusa did not mind
humbling themselves for the sake of the attainment of poetic truth through the composition of

kanshi; or to Toshiyori, who as an enthusiast of ancient poetic language, singlehandedly

69. The Taisho Shinshii Daizokyo, vol. 78 zoku shoshii bu 9, p. 603.
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excavated and commented on otherwise obsolete expressions in his magnum opus Toshiyori
ZUino.

For these reasons, retrospectively, the idea of suki can be interpreted as the driving force
behind literary production throughout the insei period, as attested by the extraordinarily large
number of compilations. As for Masafusa himself, the derogatory epithet given to him by his

contemporary Fujiwara no Munetada, fumigurui (33F, “the man crazed about writing”),

succinctly shows that Masafusa shared an inclination towards excessive writing (and in the
words of Munetada, “gossiping,” which culminated in the Godansho.)” In this regard, literary
anthologies of the twelfth century, such as the collection of setsuwa, Konjaku monogatarishii and
the collection of Sino-Japanese compositions, Honcho zoku monzui, are also the manifestation of
the individual compilers’ “passion” (suki) for literature, as Emperor GoShirakawa’s anthology of
popular songs (imayd), Ryajin hisho (CFREEWYY, Dance of the Dust on the Rafters, late 12th
century). As in the case of the Fujiwara Shiki family (& 2U5X), established by the Kidendd

scholar Fujiwara no Akihira (%52 HH;, 989-1066), a member of whom was considered to have

compiled the Honché zoku monzui, and Fujiwara no Akisue’s Rokujo family, in the mid-twelfth
century, individual poet-scholars’ suki was often augmented by their renewed sense of belonging
to their households with their own specializations in the arts.

In light of this general trajectory of suki in the twelfth century, Shukaku’s own reference
to it in the passage quoted above is remarkable because he denounces it outright. While

encouraging his disciples to attend poetry gatherings, he admonishes them “not to show [their]

70. Fujiwara no Munetada (5% 58, 1062-1141) made this comment in his diary, Chizyitki (P45 7z).
Kawaguchi, p. 137 and Kotas, p. 111.
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enthusiasm” (suki, 4~ A #ftH) for waka by arriving too early at such events. More specifically,

Shukaku calls the individuals who out of excessive enthusiasm cannot help but arrive early at

poetry gatherings, “men of suki” (${%F). Shukaku must have thought that displaying excessive

enthusiasm for waka was distasteful because it implied that the poet considered waka as a means
to an end and hence a source of pleasure and this worldly profit (such as fame and money), like
gambling and other entertaining activities (in his opinion) such as go and sugoroku games. In
other words, although a Buddhist, Shukaku attributes positive values to the act of composing
waka itself. He even suggests that because attending a waka party requires that the poet arrive
with his/her compositions carefully thought out, even when there is a danger that the party may
dissolve into a drinking spree, it is still worthwhile for young poets to remain seated because
they can learn so much from “kanshi and waka masters” on such occasions. Then where does
Shukaku’s belief in the composition of waka come from? On what basis does he encourage his
monastic disciples to spend their time carefully preparing for waka gatherings? (As in the
Omuro gojisshu, preparing in advance for poetry parties meant composing waka on pre-assigned
topics.) The following passage, also from the Uki, more explicitly shows Shukaku’s ideas on the
subject:

When participating in kanshi and waka gatherings, [it is important] to pay

attention to the [kind of] “pocket paper” [kaishi, on which poets are

written]. Even in warriors’ households, it is [now respected as] a standard

rule [practiced by the] Confucian sages [of the past]. Therefore, the

novices among you should stick to using beautiful and exquisite paper for
the rest of your lives. [Showing] no refinement (firyiz)_by simply using

[used for] drafts, thin paper, or colored paper, there shall be no limit in
pursuing the finest beauty.
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Moreover, concerning dress, when you attend Japanese and Chinese
literary events, [you should wear] especially bright and colorful garments.
In the era of Emperor Daigo (r. 897-930), the Way of Poetry [lit. “this
Way”] enjoyed a revival. In addition to the four Japanese masters [the
compilers of the Kokinshii] and seven masters of Chinese literature,” the
[state’s political] leaders were always composing poems. Japanese and
Chinese [literary] masters worked together.

During his reign, Emperor Murakami (r. 946-67) inherited the authentic
practices of [his father] Emperor Daigo. At the time, the five masters of
the Pear Pavilion [compiled the second imperial waka anthology Gosenshii
in 951],_ whereas in the emperor’s garden two types of guests [for waka and
kanshi composition] were invited. Furthermore, monks and laypeople
[attached their poems on] plucked boughs and sought jewels [in their
compositions]. Quite frequently, they entered poetic realms. In public and
private, [the emperor] held refine literary gatherings. The participants
arrived in the morning; at dusk [contentedly] they glanced towards [the
emperor’s residence as they departed]. Likewise, brocaded carriages came
and went, making bejeweled hats stand in a line.

On the surface of sonorous white paper there lives a poet whose
calligraphy is like the patterns of a phoenix’s [wings]. Over the right and
left arms stands a man whose sleeves have the pattern of embroidered
cranes. As I peruse ancient people’s old documents, my eyes [widen] with
astonishment.

At the present time, Shakua the novice [Fujiwara no Shunzei] keeps saying
that not once, from youth to old age, has he discarded his passion (shiishin)
for [the composition of waka] (lit. “this”). Carefully arranging and keeping
provisions for [poetry] gatherings such as the appropriate clothing, and
attending such events out of excessive [excitement] is useless. Why should
you indulge yourself in this manner? Furthermore, [nowadays] many
poems are composed impromptu [at poetry gatherings], endlessly [without
formal structures], or in the style of “selective topics” (saguri dai) [in
which participating poets are assigned topics by lottery].” Do not engage
yourselves in this kind of [waka] composition. It is the same with kanshi
composition. Even when an adept [of waka composition] is a young boy,

71. Shukaku does not mention who these “seven masters” of Chinese literature were. Kidendo scholars
active during emperor Daigo’s reign include Oe no Asatsuna (KYLEA#, 886-957) and Oe no Koretoki

(RILHEIRE, 888-963).

72. See Fujiwara no Kiyosuke’s Fukurozoshi for a definition of saguri dai (i&). SNKBT 29, pp. 11-12.
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he should [possess] mindfulness (ushin, lit. “with heart”). You should only
strive for exquisiteness in poetic feeling (fuzei), .and contemplate the
profound mystery (yigen)” found in the dewdrops of words.

—o wrca Z IR, BT AR 2 Ak, i VR
#(F AfFORREA th, MERORERERON 2 S M iEfr, TRt e
A M IR S N E St 1

NAEE RN L 2 Rk ] e, St sl s, s Bl 2 Iy
£ *[IIE/\@%ﬁ/\Z%:@?H% *Dﬁl_%%jflgéﬁﬁ KSR 2
EJEAMH B, MizdeE 102E, ITEm%, HAMGERIT R AlsEhE
% NIMES ﬁﬂé%& o BURSREL, BOE R, & KA R
N EE%J:@FJ%%&Z@H: m AN HECH R 2 P, SREHE
W, YRR B B2 DA B S = SRR iE
RIEANZ, SARIE Gz 8, Y e SR S iR S A Al
Zo wilAAJIE, BELHEREEIE, WIREALEHR, NREE MY, A

J )2 b X, (Emphasis added.)™

This passage is remarkable for three reasons; 1) although he is a Buddhist priest, Shukaku
advocates sensual beauty by his choice of “pocket paper,” on which he writes poems; 2) Shukaku
regards Emperor Daigo and Murakami’s eras as the golden age of Japanese imperial culture,
wherein both waka and kanshi were equally valued and promoted; 3) he reiterates that his
monastic disciples should not practice certain types of poetry composition that are spontaneous
and entertaining in nature (thus possibly involving gambling, as it was later the case with renga

HEHR, linked verse), and instead, focus on the attainment of “poetic feeling” (fitzei) and

73. In The Taisho Shinshii Daizokyo text of Shukaku’s Uki (Records of the Right), technically speaking,
the word yiigen does not appear. The first character of the word is B (“teeth”), not K4 (“dim, faint,

profound, dark”). However, because the phrase shigen B3 (“teeth darkness”) does not make sense in

this context, I interpreted it as H#{ ¥ (“profound mystery”).

74. The Taisho Shinshii Daizokyo, vol. 78 zoku shoshii bu 9, p. 604.
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“profound mystery” (yiigen) through the careful and imaginative use of language prior to
attending events.
Regarding the first point, it is curious that no matter how superficial it seems, Shukaku

believes that “beautiful and exquisite” (JEFE) paper notes can aid in the poet’s attainment of
cultural “refinement” (JEWR, fizryir). His unapologetic adherence to objects of beauty is further
exemplified by his recommendation to wear “colorful garments” (% FJfif) when attending poetry

gatherings. As it was customary for those who took the tonsure to wear black robes, as in the

phrase “monks and laypeople” (#%5&, shiso, lit. “black and white robes”) that Shukaku himself

uses in the passage quoted above, it can be surmised that Shukaku regarded poetry gatherings as
semi-public events, participation in which was not only a matter of individual poets’ personal
“liking” (suki) or interests.

Shukaku confesses that his belief in formalities, such as wearing choice garments and
using fine paper notes at poetry gatherings, is largely inspired by what he learns from “perusing

ancient people’s old documents™ (7 A [HFCLH I Z FT). It is not hard to imagine that those “old

documents” included some examples of the canon of waka literature, such as the Kokinshii; or
the Engi onshiit (EZ1H%E, Collected Poems of Emperor Daigo) and Tenryaku onshii (CRJETHILE,
Collected Poems of Emperor Murakami), as they appear in the “Kasho mokuroku.” Concerning
Shukaku’s glorification of Emperors Daigo and Murakami, it is remarkable that he emphasizes
the fact that these two emperors promoted both Japanese and Chinese poetry, through their

collaboration with “Japanese and Chinese masters” (FIPY APE-L A, M%), In fact, in all the

literary texts the present study has examined (kanshi and waka prefaces in the Honcho monzui,
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Noin’s waka preface, Godansho, Toshiyori zuino, Konjaku monogatarishii and Fujiwara no
Atsumitsu’s “Kakinomoto eigu ki”), waka and kanshi were never so explicitly discussed
together, nor considered fundamentally equal in terms of respectability. In other words, in
Shukaku’s view, the dichotomy between waka as a native Japanese custom (fiizoku) and kanshi
as the embodiment of the scholar-poet’s ability to appreciate nature (fiigetsu) is sublimated into
his new idea of poetry.

On the one hand, his insistence on the use of beautiful paper and costume at poetry
parties shows that he considered both waka and kanshi composition as customs belonging to
imperial Japan, with their own aesthetic formalities and conventions. Again, for Shukaku, poetry
composition was not a matter of his personal “liking” (suki) or obsession. On the other hand,
without mentioning the term fiigetsu, he was one of the first in the literary history of waka to
state that waka (like kanshi) could capture and express “poetic feeling” (fuzei) and touch on the
“profound mystery” (yiigen) of nature and human existence through the imaginative use of
language.” Shukaku is advocating what is essentially a solitary act, wherein the poet confronts
unfolding psychological landscape of his predecessors through reading their works, experiencing
their feelings and points of view, and then appropriating whatever language was required to
express themselves.

In this method of poetry composition, honkadori (allusive variation) was not merely a
new compositional technique, but a way of life, the natural outcome of a poet’s philological

approach to the past and the present. Shukaku calls the poet who wisely takes part in this

75. For my analysis of Oe no Masafusa’s reference to the word yiigen regarding Sugawara no Michizane’s
poems, see Chapter 4.
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fundamentally selfless exploration of the self through texts and language “one who possesses the

heart” (/034 ushin sha), or mindfulness.”® The poet who embodies ushin is here contrasted to

one who is driven by suki (liking, passion, enthusiasm), which in Shukaku’s narrow definition
refers to the self-centered attachment to the composition of waka. In other words, Shukaku
emphasized the importance of waka composition for his monastic disciples not only because of
his own imperial connection to the past embodied in the genre. Rather he promoted the
composition of waka both within and beyond the monastic surrounding (i.e. writing instructions
on how to approach waka to his young disciples at Ninnaji on the one hand, and collaborating
with lay poets such as Fujiwara no Teika on the other hand), because he had the conviction that
so long as human beings are sentient (kokoro aru, “with heart”), true religiosity cannot be

attained without becoming self-reflective about this filter, or the cognitive agent called the

76. Earlier, in my analysis of Shukaku’s own waka which contains the similar expression, kokoro ari (/L»
& v, “with the heart”), I translated the psychological state (in the poem question, of a personified

“pond”) as “having a sensitive mind.”
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human mind’’; and that we can contemplate upon and refine the filter only through our

imagination and scrupulous studying of the existing literature, including the canon of waka.

Conclusion

In this chapter, I examined “Koseki kasho mokuroku,” a catalogue of books on waka
attributed to Shukaku Hosshinnd. The “Kasho mokuroku™ is well known in post-war Japanese
textual scholarship of early literature. In the many references to the catalogue, I found few
critical studies of Ota Shojird’s 1954 article, which introduced the material to the academic
world. Over the past half century, the majority of Japanese textual scholars have relied upon the
catalogue as a source of “authentic” textual evidence for otherwise hard to obtain information
about bibliography and the early material forms of the 170 listed books, which include a number
of insei literary texts such as the Toshiyori zuino, Imakagami and Korai fiiteisho. (Appendix 2.)

Although my purpose is not to challenge Ota’s hypothesis that the “Kasho mokuroku”

represents Shukaku’s monastic library at Ninnaji, in order to draw attention to the extremely

77. A similar view was already expressed in Fujiwara no Kiyosuke’s waka treatise Fukurozoshi (32754,

The Pocket Book, 1157), which is included in Shukaku’s “Kasho mokuroku.” According to Kiyosuke,
Priest Eshin (F&/[», aka Genshin J{5, 942-1017), the author of the anthology, Ojo yoshi (13 /E 214,

Handbook on the Rebirth in Paradise, 985) was dismissive of waka on account of kyogen kigo until he
heard a well-known Man yéshii poem on impermanence (&7, mujo) recited, and was greatly moved

because the poem perfectly captured his own feelings and thoughts as he was witnessing a similar

panoramic view that the poem describes: ttDOH 2 fA[Ic7z E AL H XTS5 T, ZEWHDHEDL
5 K. (This poem, attributed to Shami Manzei, first appeared in the Shiishii, and then was included in

the Wakan roeishii, under the subject of “impermanence.”) Kiyosuke quotes Genshin as saying that
“waka can possibly become an aid to meditate upon Buddha and Buddhist paradise.” (FI#X X &2 D B

& & D 872> D 1F D) SNKBT 29, p. 111.
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serendipitous way in which the “Kasho mokuroku” survived as a cultural artifact, I provided
additional bibliographical information about the catalogue based on my research at the Sonkei-
Kaku Library in Tokyo, where a Meiji-period replica of the handwritten copy of the catalogue,
made by the early eighteenth-century daimyo Maeda Tsunanori is accessible to the public.

The main focus of this chapter was to examine the achievements of Shukaku Hosshinno
as a literary patron, poet and pedagogue. By conserving canonical works of waka,
commissioning a series of new commentaries and treatises on them, and by composing highly
imaginative waka, Shukaku not only acted as a guardian of the poetic tradition, but also ushered
in a new age in the literary history of waka by collaborating with poets from both the Rokujo and
Mikohidari schools. For example, Shukaku commissioned Kensho, a leading Rokujo scholar-
poet, to write commentaries for a series of imperial anthologies, while encouraging the
Mikohidari poet Fujiwara no Teika to experiment with the compositional technique of honkadori
(allusive variation). I argued that such an accumulation of books on waka would have been
impossible without Shukaku’s somewhat “obsessive” passion for waka. In other words, while
serving the state as the chief abbot of Ninnaji, Shukaku was also a prince who maintained the
waning tradition of imperial rulers who passionately promoted literary activities, in particular,
the composition of Japanese and Sino-Japanese poems.

Through my close reading of Shukaku’s Uki (Records of the Right), | examined the ways
in which he promoted waka composition among his young disciples at Ninnaji. I discussed the
peculiar ways in which Shukaku synthesized the traditional view that waka is a Japanese custom

(fitzoku) with the hitherto understated claim that it is also an embodiment of poetic refinement
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(fizryir) on a par with kanshi. Shukaku expressed his new understanding of waka through his
glorification of Emperors Daigo and Murakami, who promoted both waka and kanshi.

Shukaku’s insistence that poetry has to be composed “with mindfulness” (ushin), and his
view that it is a solitary act which is as important as any public recitation of poems, distinguished
him from the poets who became obsessed with attending waka parties because of their personal
“passion” (suki) for waka. Retrospectively, we can argue that Shukaku’s involvement in waka
activities was yet another example of literary passion (suki) that made possible the production of
many literary compendiums in the insei period. However, Shukaku disassociated his noble
mission of reviving waka from the poet’s personal propensity for suki. In this way, he elevated
waka from a local custom (which people practiced without being overly concerned about the
manners and language that were an integral part of poetic production) or an object of an
individual “aficionado’s” (sukimono) obsession to that which materialized a poet’s sincere
determination to take part in history and live up to the model set by predecessors.

In so doing, Shukaku considered poetry composition, be it of waka or kanshi, as an
universal testing ground of human cognition, and as such, in his understanding, it was no longer
contradictory with Buddhism, whose orthodox teaching condemned poetry as the act of writing
“fabricated words” (kigo), and included it as one of the Ten Evil Actions of human beings. For
these reasons, through his collection of books on waka, Shukaku transformed his monastic
library into a unique space, where he and others could engage with the world of the past through

poetry composition.
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“One must resist the temptation, to which too many historians of science
succumb, to make the often obscure, clumsy, and even confused ideas of
the ancients more accessible by translating them into a modern language
that makes them clearer at the cost of distortion.” (Alexandre Koyré')

“To take an author seriously, to view his work in the context of its times, to
attempt to describe the twists and turns of his thinking does not, however,

mean that one agrees with his conclusions or subscribes to his
views.” (Maurice Olender?)

Conclusion

Toward New Philological Studies of Literary Texts from
Twelfth Century Japan

This dissertation examined an array of texts from the long twelfth century (1086-1221),
also known as the insei period, in Japan. Instead of viewing them merely as sources of
information for pre-established narratives about Japan during this sociopolitically volatile period,
or manifestations of aesthetic awareness on the part of individual aristocratic authors, I attempted
to discover historical understandings produced through these texts. In this sense, I full-heartedly
embrace the concept of “critical philology,” which the literary critic and Sanskrit scholar Sheldon
Pollock proposes in his thought-provoking essay, “Future Philology? The Fate of a Soft Science
in a Hard World” (2009);* the present work is my attempt to demonstrate yet another “global” or

universal aspect of philology as a discipline and “core knowledge forms” of humanity.

1. Translated from French and quoted in Olender, p. 17.
2. Olender, p. 18.

3. Sheldon Pollock, “Future Philology? The Fate of a Soft Science in a Hard World” in Critical Inquiry 35
(Summer 2009): 931-61.
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Literally deriving from the Greek word philologia (“love of learning,” c.f. in Martianus
Capeella’s treatise The Marriage of Mercury and Philology, 5th CE), in the words of the Italian
philosopher Giambattista Vico (1688-1744), philology at the dawn of European modernity meant
an “awareness of people’s languages and deeds” and even “the science of everything that
depends on human volition: for example, all histories of the languages, customs and deeds or
various peoples in both war and peace.” However, as Pollock writes, today philology as an
academic discipline has lost its historical brilliance and relevance, and it is at best vaguely
remembered as the art of close reading.” According to Pollock, the discipline of philology at
universities eventually “collapsed,” firstly because it was “confined to the classics™; secondly, in

North America in the second half of the last century when it was “dispersed across the separate

4. Quoted in ibid, p. 933. In the nineteenth century, the German philologist August Boeckh went so far as
to define philology as “the knowledge of what is known.” (Ibid.)

5. For instance, Pollock quoted Roman Jakobson, who once called philology “the art of reading
slowly.” (Ibid., p. 933.)

6. Ibid., 946. Not only classical languages in European civilization, i.e. Greek, Latin and Hebrew, Pollock
no doubt had Sanskrit, Arabic, Persian in mind, because linguistically attuned systematic studies of these
languages by European philologist, i.e. the linguistic kinship theory between Sanskrit and other Indo-
European languages, were the hallmark of European modern literary “sciences” until the mid-twentieth
century. Citing examples of Persian philology developed in exile in Hindustan during the seventeenth and
eighteenth centuries, classical Hindi collage flourished in Gujarat in Northern India in the mid-eighteenth
through mid-twentieth centuries, and studies of classical Kannada in the south, Pollock claims that “the
great achievements of Indian philologists” in the late premodern or early modern period have been
neglected by scholars in the field both in and outside of India. (Ibid., pp. 936-44.) Heavily drawing on
the scholarship of Benjamin Elman, the historian of early-modern China, Pollock briefly discusses that
the situation is quite contrary in today’s China, where “philology and historical studies generally, perhaps
shaped by [the] early modern truth [of “the extraordinary renewal of philology” or “evidential research
studies” #HRIE“, kaozheng xue], have survived both Western nationalist-communist modernization and

indeed have flourished.” (Ibid., p. 944.) Obviously, because both in Japan and overseas, almost every
aspect of literary production during the Edo period has been studied, Pollock’s model of the “collapse of
philology” based on Indologists’ general indifference to vernacular literary movements of the early-
modern period appears weak. However, it it true that some of the earliest achievements in Japanese
studies in the late-nineteenth and early twentieth centuries were translations of classical literary canons,
such as the Kojiki, the Genji monogatari, the Man yoshii , and the Kokinshii; and also that even today,
studies of medieval Japan, or the period between 1200 and 1600, are relatively less popular compared to
classical or early-modern studies, especially outside of Japan.
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domains of Oriental studies [...] and the newly established European national literature
departments,”” and finally, when “the demolition of Oriental philology” began in the 1950s,
transforming “non-Western philologies from forms of knowledge with major theoretical claims
about the human sciences into a mere content provider for the applied sciences that went under
the name of area studies.” In addition to these factors, Pollock also attributes the demise of
philology to its practitioners’ lack of interest in establishing a general theory on what the
“occluded and productively disruptive otherness of the noncapitalist non-West” could teach us
today.’

By defining philology as “the discipline of making sense of texts,” the theory of “the
history of textualized meaning,” and a “global knowledge practice,”'’ Pollock argues that its
revival is crucial today as a means of “discover[ing] one important way out of the dead-end area
studies model of language labor as merely producing the raw data for the Lancashire mills of
self-universalizing Western theory.”"" 1 do not agree with Pollock’s assessment of the state of the
field as far as studies of twelfth-century Japan are concerned. The vast majority of insei studies

are still published in Japanese, with few translations of primary texts available in English, and

7. 1bid.
8. Tbid.

9. Ibid., p. 955.
10. Tbid., p. 934.

11. Ibid., p. 956. Alternately, Pollock makes the following statement: “If we are ever to make an
argument for philology’s disciplinary identity, coherence, and necessity, it must be now, when both
national and areal underpinnings of the foreign literature departments seem increasingly anachronistic,
when comparative literature has been crushed under the weight of its own self-critique and rendered
increasingly irrelevant for a post-Western world by the stubborn European bias that marked it at its birth
and still does in most universities, and when philology itself is on the endangered species list in large
parts of the world.” (Ibid., pp. 947-8.)



434

literary scholars in Japan, whose meticulous textual and bibliographical research the present
study is indebted to, seldom refer to Western (or for that matter, non-Western) theory, or even
attempt to draw generalizations from their discoveries.

Nevertheless, as I summarize below, the issues entailed in the variety of insei texts
appeared surprisingly universal, when read in their entirety in light of their own sociopolitical
and textual contexts. The intentions of the authors or editors of the texts, or what we consider as
such, often disappear when particular passages are extracted out of context and approached as
sources of information. Certainly, I am not free from this tendency to appropriate texts in this
manner, especially the vernacular historical narratives of insei Japan, the Imakagami (The Mirror
of the Present, ca. 1170), which I constantly referred to in the present study. Nevertheless,
whenever possible, I tried to locate the problems that are unique to each text and yet concurrently
indispensable to an understanding of other texts, through my own preliminary reading of primary
texts in their purported entirety, rather than simply relying on resources such as indexes. (In

Japanese this method of reading is called tsiidoku JHHE, or cover-to-cover reading.)

While pertaining solely to the production of literary discourse in the Japanese language,
whether written in Sino-Japanese (kanbun) or Japanese (kana), the texts I analyzed addressed
general issues such as conceptions of particular literary genres (e.g., waka, kanshi, and setsuwa);
the relationship between vernacular and foreign forms of self-expression in writing; the nature
and function of commentaries; the mechanism behind textual transmission; and the history of
manuscript culture. To my surprise, these topics are not only analogous but identical to the very

elements that Pollock considers the embodiments of textuality in the “disciplinary theory of
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philology” or “a global theory of the text.”"* In short, by clarifying how individual texts from
early Japan attest to these issues, we can understand “the very capacity of human beings to read
their pasts and indeed, their presents and thus to preserve a measure of their humanity.””> How
did I gain insight into the topics listed above from the insei texts? What is the benefit of
knowing how people in twelfth-century Japan attempted to “preserve a measure of their
humanity?”

Part One provided socio-intellectual and textual background to my main argument that
the Kidendd (history and literature) curriculum in Chinese studies at the State Academy declined
by the early twelfth century, while the study of waka (kagaku) evolved and eventually attained
the prestige of Kidendo-centered Chinese literary studies (kangaku) by the end of the century. 1
did so by examining the ways in which both kangaku and waka discourses were defined in pre-
twelfth century literary texts.

Chapter One analyzed a sequence of anecdotes about waka poets in the Konjaku
monogatarishii (Collection of Tales from Times Now Past, ca. 1120), and confirmed that in the
early twelfth century, waka was not yet recognized as a scholarly pursuit or a “Way” (michi), in
the manner of kangaku or Buddhism. Anecdotes about the Kidendd academician Oe no
Masahira (952-1012) and his wife Akazome Emon (956-active in 1041), which feature their
exchange of humorous waka poems, showed not only the quotidian image ascribed to waka as
Japan’s local custom (fiizoku), but also curiosity about the private life of the renowned scholar

and his family on the part of the anonymous editor of the Konjaku monogatarishii.

12. Ibid., pp. 948-9.

13. Ibid., p. 934.
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Chapter Two examined the anthology of Chinese compositions by Japanese scholar-
officials, the Honcho monzui (Literary Masterpieces of Japan, ca. 1058-65). Literati writings in
various “literary genres” (buntai) such as application letters (sojo), Buddhist prayers (ganmon),
kanshi prefaces (shijo) and ballads (ko), revealed that the actual lives of Kidendo scholar-
officials were not as promising as the twelfth-century biographers such as the author of the
Konjaku monogatarishii assumed. The Honcho monzui demonstrated that the late-tenth through
early-eleventh centuries were hardly a heyday of the Kidendd scholarship. At least, that was not
the way academicians at the time viewed the time they lived in. After the exile of the scholar-
official Sugawara no Michizane (845-903), as a result of a political conspiracy plotted against
him by Fujiwara politicians, and the reigns of relatively powerful Emperors Daigo (r. §97-930)
and Murakami (1. 946-967), the old Confucian ideal of scholars’ assisting wise imperial
sovereigns in their “building the state and ruling the society” (keikoku chisei), as well as the
principle of meritocracy in the administration lost their significance during the period of the
Fujiwara regency.

Under such circumstances, Kidendo scholars were driven to secure their own and their
offspring’s academic posts (Oe no Masahira); to give up both scholarship and officialdom, and
take Buddhist vows (Yoshishige no Yasugane); to poeticize and take pride in their fiigetsu or the
mastery of the composition of Chinese verse (Sugawara no Fumitoki); or to criticize the “prosaic
lives” of scholar-officials who were oblivious to the fact that their utilitarian approach to Chinese
literature did nothing to enrich their lives (Ki no Haseo). I did not elaborate on this, but such
displays of “culture of discontent™ as it appear in literati writings in the Honchd monzui indeed

seems to have influenced the formation of the literary trope or the compositional mode of
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“personal grievances” (jikkai or shikkai) in twelfth-century waka. Equally significant is a series
of the actual kanshi poems composed by Kidendd academicians on particular preassigned topics
(kudaishi) or without such topics (mudaishi), and the literary anthologies that collect these
poems, such as the Wakan roeishii (Japanese and Chinese Songs to Sing, ca. 1017-21) and the
Honcho mudaishi (Collection of Poems Composed Without Topics, mid-twelfth century).'
Because I focused on the Honcho monzui, which features prose writings, with a few exceptions
like Sugawara no Fumitoki’s ballad (ko), the rich body of kanshi compositions remained out of
the scope of the present study.

Chapter Three turned to the literary genre of waka prefaces (wakajo). Written in Chinese,
wakajo first appeared as a sub-genre of shijo (kanshi prefaces), but at a time when critical and
self-reflective writings about waka were still rare before the twelfth century, waka prefaces
provided insight into how the literary genre of waka was conceived by both kangaku
academicians and waka poets. The Chinese and Japanese prefaces to the Kokin wakashii
(Collection of Japanese Poems from Ancient Times to the Present, 905) defined waka as a
linguistic art form on a par with kanshi. The Kakyo hyoshiki (Basic Rules of Waka, 772?),
attributed to the scholar Fujiwara no Hamanari (724-90), was the earliest known example of a
kangaku scholar’s attempt to define and reform waka within the parameters set for the

composition of Chinese poems.

14. For an excellent overview of the practices of kudaishi and mudaishi, and their relationship to waka
composition from the time of the Man yoshii through the end of the Edo period, see Horikawa Takashi’s
(Ui )11 #5 F]) essay in Suzuki and Suzuki, eds., pp. 272-89. For a study of the development of kudaishi in

Japan, see Denecke (2007).
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Although the Kokinshii prefaces tacitly affirmed the common origins of waka and kanshi
as the verbal art form based on the human mind/heart (kokoro), in the subsequent centuries until
the twelfth century, the trajectories of the two genres hardly crossed again. Defined as fiizoku
(local customs) and fiigetsu (poetic refinement), respectively, at least in the critical writings, such
as in waka and kanshi prefaces, the two poetic genres of waka and kanshi were seldom discussed
together. In this regard, the innovativeness of the Wakan roeishii, which juxtaposes poems in the
two genres, as well as Chinese couplets composed by Chinese poets, cannot be overemphasized.

Although casually composed by both male and female members of the aristocracy on all
levels, and exchanged as personal correspondence, waka poems in the tenth and eleventh
centuries were never lacking in thoughtfulness, wit, or deep and sincere appreciation of nature,
which could be called fitgetsu. The artificial distinction between waka and kanshi was probably
imposed by Kidendo academicians, who were eager to “consecrate” and professionalize the act
of composing elaborate prose and verse in Chinese, as their official roles as “Confucian
scholars” (jusha) were reduced to the level of merely sustaining the formal features of the
ancient imperial state during the period of the Fujiwara regency. The waka poet Noin (988-
active 1051), himself a product of the Kidendd curriculum, wrote in his waka preface that people
generally respected studies of Chinese literature, but disdained those who showed similarly
passionate interest in the composition or study of waka.

What we see in these entangled trajectories of waka and kanshi discourse in the tenth and
eleventh centuries is what Pollock calls “the contest between local and superlocal forms of

textuality,”"” and how a subtle classification of existing literary genres emerged as a byproduct of

15. Pollock, p. 949.
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such a contest. The subjects taught in the Kidendd curriculum, such as the Chinese chronicle
Shiji and the literary anthology Wenxuan, were unquestionably “superlocal,” both linguistically
and content-wise, for Japanese scholars at the Academy. However, as the scholars rigorously
studied these texts and their knowledge of the foreign subject-matter were tested (most
dramatically in the civil-service examinations), and demonstrated through their compositions in
Chinese, not only that the Chinese discourse became “localized” in accordance with the
particular taste and needs of the Japanese scholars, but became part of their lives.

In other words, Kidendd scholars’ mastery of the Chinese Classics and the widening of
their worldview through the lenses of the foreign language and topics gave them an opportunity
to enrich, if not compensate for their increasingly weakened roles as scholar-officials.
Consequently, Kidendo scholars disguised such inevitably “localized” aspects of their literary
practices by distinguishing the composition of kanshi, the epitome of the studies of Chinese
literature (but in reality, the most localized part of their literary practices), from that of waka, the
irrefutably vernacular form of verbal art. Despite the artificial ways in which waka and kanshi
were disassociated by Kidendd academicians in the eleventh century, the prestige of kanshi as a
more sophisticated poetic genre vis-a-vis waka did not last that long, because of the discoveries
by waka poets of the two genre’s common origin, as well as the unexpectedly early demise of the
model of Kidendo in the twelfth century.

Part Two examined the life and works of the scholar-official, Oe no asafusa (1041-1111).
Masafusa is a popular subject in insei studies, with two modern book-length biographies written

about him in Japanese.'® Nevertheless, his literary and political achievements, in particular his

16. Kawaguchi (1968) and Iso (2010).
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influence on the formation and development of the insei culture, or what would become a
blueprint for the collective cultural consciousness of medieval Japan, have not been discussed
sufficiently, probably due to Masafusa’s astonishing versatility and prolificacy as an author of
records of court rituals, various records and essays, Buddhist prayers, biographies and literary
commentaries, as well as a diarist and kanshi and waka poet.

The present study demonstrated that Masafusa’s writings contained some of the key
elements that made the convergence of the early Way of Chinese literature (monjodo, another
name for the Kidendd curriculum) and the emerging Way of Waka (kado) possible in the mid-to-
late twelfth century. Most importantly, Masafusa bridged the two worlds of pre-twelfth century
Kidendd scholars and twelfth-century waka scholars by preserving the deeds of the literati in
anecdotal writings (setsuwa), which could be easily shared, enjoyed and modeled by anyone who
read the texts. In short, Masafusa vernacularized the richly textualized voices of Kidendo
scholars in their Sino-Japanese compositions in varied “literary genres” (buntai) or situational
modes of self-expression (as catalogued in the Honcho monzui), by reducing them into accessible
and memorable anecdotal narratives.

Chapter Four attempted to make sense of the detailed but fragmentary scholarship on
Masafusa both in English and Japanese by proposing to view him as the first critic of insei Japan.
Scholars have discussed Masafusa’s success as a politician, epitomized by his promotion to the
posts of Acting Counselor (gon-chiitnagon) and Acting Governor General of Dazaifu (Dazai gon

no sochi);'” or demonstrated close reading of some of his writings." I argued that especially after

17. Fukazawa (1994).

18. Komine (2006).
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the Kanji era (1087-94), when Masafusa became Commissioner of Ceremonial and carried out
such exalted duties as devising an era-name, the tone of his writing became increasingly cryptic
and ironical.

Contrary to his ancestors who expressed their feelings of discontent through literary
compositions, Masafusa’s position in society was secured in the newly consolidated political
institution of retired emperors’ administrations (insei), in part because of the confluence of his
and his imperial patrons’ desire to revive the Confucian political ideal of “building the state
through literary projects” (bunsho keikoku), or at least to revert the imperial state where it was
before the Fujiwara regency. This gave Masafusa the freedom to express his social criticism
(albeit implicitly) in various literary forms hitherto considered inappropriate for a Kidendo
scholar, such as records on highly vernacular topics including street musicians, prostitutes and
fox witchery.” By closely analyzing his essay, “Bonen no ki” (A Record of My Twilight Years,
ca. 1099), originally conceived as a preface to his own kanshi collection and as a parody of Ki no
Haseo’s kanshi preface, and his Buddhist vow (ganmon) written to pacify the deceased soul of
Fujiwara no Atsumoto, his fellow Kidendd scholar and the son of Akihira, I examined
Masafusa’s reflections on the degenerate state of literary production both on the part of

aristocratic rulers and Kidendo scholars.

19. In other words, although a scion of an established Confucian household (juka), Masafusa took his
inspirations from the unconventional literary activities of his teacher, Fujiwara no Akihira (989-1066).
Masafusa’s great-grandfather, Masahira, for instance, looked down on non-Oe or Sugawara academicians,
calling them “upstarts” (kika). As a kika scholar, after having assumed leading posts at the State Academy
at his relatively advanced age, Akihira invigorated the stagnant Kidendd scholarship in the mid-eleventh
century by compiling the Honcho monzui, and also by writing unusual essays, such as Shin sarugaku ki (A
New Record of Monkey Music). 1 owe Satd (2003) for the distinction between juka and kika scholars
within the Kidendd tradition, as well as his comparative analysis of Akihira and Masafusa’s careers.
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Chapter Five turned to Masafusa’s Buddhist writing, Zoku honcho ojoden (Biographies of
Those Reborn in Paradise in Japan II, ca. 1099-1104). Belying its title and subject matter, as
well as its literary predecessor, the academician Yoshishige Yasutane’s Nihon 6jo gokuraku ki
(Record of Rebirth in Paradise in Japan, 983-85), the orientation of Masafusa’s gjoden is
unapologetically secular. For Masafusa, paying homage to his patron Emperor GoSanjo (r.
1066-72) and some of his ancestors by composing panegyric vignettes and praising their literary
achievements, appeared more important than affirming his Buddhist faith. His characteristically
enigmatic and cryptic manner of writing through which he portrayed his ancestors revealed how
Masafusa viewed the inevitable changes in, if not the demise of, his family’s commitment to
Chinese literary studies.

Chapter Six analyzed Masafusa’s Godansho (Notes on Dialogues with Oe no Masafusa,
ca. 1107-11). The most famous and widely studied among the texts attributed to Masafusa, the
Godansho was actually not written by him. It is a record of Masafusa’s conversation with
Fujiwara no Sanekane (1085-1112), the young Kidendd scholar. Apparently a popular text
throughout the medieval and early-modern periods, today the Godansho survives in various
manuscript and print editions, in addition to modern annotated versions and a partial translation
in English.?® Firstly, I examined the peculiar ways in which some of the earliest instances of the

reception of the Godansho shed light on the production of the text, in the absence of an urtext.

20. Ury (1993). For a complete list of modern annotated editions of the Godansha, see Bibliography
under “Oe no Masafusa” in “Primary Works.”
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By analyzing the Kanda Recension (1114-15), which contains only fifty anecdotes® but is
by far the oldest among the existing manuscripts of the Godansho, I speculated about the
existence of a proto-Godansho or a collection of Masafusa’s spoken discourse that could be
identified as such. As it appears in its early twentieth-century photostatic edition, the Kanda
Recension is divided into a few sections with different dates of transcription. This gradual
textual formation suggests that individual readers who borrowed and had the proto-Godansho
copied by scribes (or copied by themselves) rather freely customized it and made their own
editions of the text in accordance with their own interests and the availability of source
material.”> Most importantly, this pattern of the early dissemination of the Godansho suggests
the ways in which Masafusa’s spoken discourse was treated as a reference, presumably on the
matter of court service and history, shortly after his death in 1111. As I briefly discussed in
Chapter 5, Masafusa’s kanbun diary, Goki (Oe s Diary) was similarly consulted with frequency
by courtiers even during his lifetime.

In the same chapter, also attempted to reconstruct the textual meaning embedded in the
Kanda Recension. I was drawn to this particular version of the Godanshé after my preliminary
reading of the much longer Ruijiibon Recension in a modern print edition. I came to realize that

the majority of the anecdotes I found particularly “interesting” (as Masafusa is always quoted as

21. The widely read “Popular” (Rufuhon) or “Topically Organized” (Ruijibon) Recension contains 445
anecdotes. The format of the Popular/Topically Organized Recension was well established by the time of
the courtier Sanjonishi Kineda (1487-1563). However, the earliest surviving text, a copy of Sanjonishi
Kineda’s manuscript, dates only in 1735. This text is used as a “base text” (teihon JE&A) of the Iwanami’s

Shin nihon koten bungaku taikei edition (1997) of the Godansho.

22. The somewhat puzzlingly heterogeneous selections of Masafusa’s dialogues in the other pre-Edo
manuscripts of the Godansho, Suigensho Recension (1198, 256 anecdotes) and Maeda Recension (1245,
87 anecdotes), also suggest the existence of now lost source, as well as the selective ways in which
subject-matter was copied out in each recension.
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saying® about the lives of Kidendd scholars and their lively interactions with their imperial
patrons, were almost all included in the Kanda Recension as well. Whoever compiled the Kanda
Recension was interested in Masafusa’s glorification of Emperors Daigo (r. 897-930) and
Murakami (r. 946-67), because of their passion for the composition of Chinese poetry. Together
with a long anecdote about Daigo’s grandson, an enthusiastic biwa player, the theme of “poetic
passion” (suki) runs throughout this edition of the Godansho. Considering that suki would
become one of the driving forces for the revival of waka in the twelfth century (as various
anecdotes were written about waka poets who demonstrated the spirit), and also that the passage
about Daigo’s grandson contains a few waka poems, which is rare even in the voluminous
Ruijiibon edition, I cannot help but imagine that the Kanda Recension was produced by a waka
poet, who was eager to learn about the role suki played in the lives of past sovereigns.

The relatively wide circulation of Masafusa’s spoken and written discourse as reference
material shortly after his death seems to affirm my hypothesis that the preeminence of the Oe
family as the guardian of Kidendd scholarship was over by the early twelfth century. Had the
tradition of the family been strictly maintained, a particular body of knowledge, like the
Godansho, would not have become available to outsiders, including Masafusa’s interlocutor
Fujiwara no Sanekane. Here I discern not only the demise of the Oe family as a scholarly unit
and that of the Kidendd curriculum, but also a shift in academic learning from a tradition based
on the oral transmission of knowledge to one dependent on texts; or from an aristocratic family
prerogative to a system that was open, in theory, to whoever had access to the texts. The genre

of setsuwa (anecdotes), of which the Godansho is one of the earliest and most prototypical

23. oA B,
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examples, seems to have been a nexus between the oral and textual formation of knowledge, by
preserving numerous biographical details about historical subjects, and by making it possible for
readers to imagine the particular orality associated with the subjects.

In sum, my endeavor to grapple with Masafusa’s writings in their entirety has just begun,
and my provisional conclusions need to be amplified by an examination of the many other works
attributed to him, which the present study could barely mention. In particular, scholars have
viewed the Gochii (Oe’s Commentary), Masafusa’s commentary to the Wakan réeishii as one of
the main sources of the Ruijibon edition of the Godansho.* However, without examining what
Masafusa actually says about poems in this multi-lingual anthology, as well as the text’s
relationship to other medieval commentaries to the Wakan roeishii and other literary texts such as
the Genji monogatari, Masafusa’s influence as the first critic of insei Japan, or his contribution to
the development of commentary culture in medieval Japan, cannot be elucidated.”

Equally important is to systematically study Masafusa’s some 120 Buddhist vows
(ganmon), the reconstructed texts of which with full annotations are now available in a single
volume.*® Because the majority of Masafusa’s ganmon were commissioned by his imperial and
non-imperial patrons for their deceased relatives, and publicly recited at Buddhist ceremonies,
functionally speaking, they are more conspicuously Buddhistic than Masafusa’s other writings,
such as the Honcho zoku ojoden. Attention should be paid to how Masafua’s highly embellished

compositions in literary Chinese, with ample borrowings from Chinese classical texts such as the

24. Kuroda (1987).

25. For an exemplary model of new textual and analytical scholarship on the Gochii, see Satd (2005a,
“Gochii to shichii™).

26. Yamazaki (2010).
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Wenxuan, evoked particular religiosity and other feelings appropriate for each ceremonial
situation.”’

Because I often translated the kanbun texts directly from Sino-Japanese (or “visually”
through the semantics of individual characters) into English, I feel that I was unable to capture
most of the auditory elements of kanbun discourse, which distinguish it from vernacular
Japanese and Chinese. Linguistically speaking, the convention of reading Chinese texts in the
kanbun mode, either emphasizing the sound (ondoku) or the semantics (kundoku), is a form of
translation, and kanbun is by default more “Japanese” than anything else. In this regard, the
greatest achievement of Kidendd academicians from the mid-ninth through early eleventh
centuries, in particular those belonging to the Oe and Sugawara clans, was that they established
the very systems by which Chinese could be read in pleasing and fluent Japanese. Attesting to
the centrality of the issue for Kidendo scholars in general, in the Godansho, Masafusa refers to
various secret teachings about “how to read” specific passages in Chinese.”® One reason for the
decline of Kidendd scholarship may be related to the fact that the preliminary work in this area
of Sino-Japanese philology was completed by the beginning of the twelfth century, leaving less

quintessentially academic work for trained scholars in the Kidendd program.

27. For a systematic and bibliographical study of ganmon and its sister-genre, Ayobyaku, see Yamamoto
(2006). For a more general study of Buddhist ceremonial literature, including ganmon, see Komine
(2009).

28. Z D X ARRIZ VDA (SNKBT 32, 5:14.); [...] 2 DaeA. EHZ D (bid. 6:51.); [...] &Filat
XL &4 (Ibid., 6:57.); [...] MIFDFIFHEIE 2> A . (Ibid., 6:61.) For an important study of the
characteristics of the Oe family’s reading (kundoku Fl[Ft) of the Chinese texts, see Kobayashi (1967), pp.
1090-1155.
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In relation to the auditory element of kanbun discourse, I again emphasize the importance
of analytical studies of the Wakan roeishii and its medieval commentaries. These texts
demonstrate how the particular readings of Chinese and kanshi couplets with aesthetically
distinctive and memorable sound qualities were first set forth by Kidendo academicians by the
early eleventh century; and then rigorously studied, memorized, and spread to the point of
influencing the language of other literary genres such as vernacular military chronicles (e.g. the
Tales of Heike) in the subsequent centuries. Here the existing scholarship on Japanese historical
languages (kokugogaku) can be instrumental in pursuing comparative studies of the
“wa” (Japanese) and “kan” (Chinese) paradigms in medieval Japan.

Less intellectually invigorating but more directly pertinent to the present study is research
on Masafusa’s waka poems, including the ones he composed at the event, Horikawa hyakushu
(One Hundred Sequence Poems Composed for Emperor Horikawa, ca. 1105). Masafusa is
considered to have provided the hundred topics used at this event. The composition of waka on a

“set of topics” (sodai #Hl#H), especially the hundred sequence from the Horikawa hyakushu,

quickly became a new standard for waka poets in the mid-twelfth century onward.”

Last but not least, a series of Masafusa’s prose and verse compositions in Sino-Japanese
selected posthumously in mid-twelfth century literary anthologies, such as the Honcho zoku
monzui, the Choya gunsai and the Honcho mudaishi, need to be studied carefully. In particular, a

pair of short essays “On waka” (F£H15K) in the “Examination” (%) section of the Honché zoku

29. For example, as mentioned in Chapter 8, Fujiwara no Shunzei composed poems in a one-hundred
poem sequence on the Horikawa hyakushu topics, while adding the theme of “personal
grievances” (shikkai) to all of them (Shikkai hyakushu ¥ F ). His son Teika also trained himself as a

young poet by composing waka in impromptu one-hundred poem sequences on the Horikawa hyakushu
topics, as they appear in his waka collection, Shiziguso.
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monzui (Book 3) is worth mentioning. Also included in the Choya gunsai and attributed to
Masafusa, it is a parodical “question” ([{i]) and “answer” (¥f) exchanged between an imaginary
examiner, “Junior Forth Rank Professor of Waka Ki no Tsuranari” (f€PUNZ I F7 F1aR i - fC sl
EiHEK), and an examinee, “Waka Scholarship Student Junior Seventh Rank Hanazono no
Akatsune” (RIHRKEFEAHE LA BATEEE HAGR EZR1E$). These strange hybrid names
undoubtedly influenced the waka poet Fujiwara no Kiyosuke, who similarly called himself a
“scholar of waka,” as I discussed in Chapter 8.*'

Part Three examined how the individual issues discussed above were further
problematized by waka poets, while serving as catalysts for the formation of waka studies in the
twelfth century. The most remarkable aspects of the revival of waka as a scholarly discipline on
a par with Chinese literary studies are the waka poets’ willingness to transmit, through texts,
knowledge regarding the history of court service, with waka lore as an integral element, and to
adopt the anachronistic model of Kidendd scholars’ household studies. In order to clarify what
twelfth-century waka poets’ philological activities actually entailed aside from composing waka
poems, | examined the development of commentary culture from the perspectives of both authors
and commissioners.

Special attention was paid to elucidating how commentarial discourse on waka evolved
from unsystematic collections of anecdotes and other miscellaneous information (such as a list of

utamakura or “poetic places,” and other tropes), to reflections about the history and

30. Shintei zoho kokushi taikei 29-ge, pp. 46-47.

31. The similarities between Masafusa and Kiyosuke’s parodical writings/self-identification are pointed
out by Nishimura Kayoko, whose studies on Kiyosuke and the Rokujo School of waka was most
instrumental in formulating my thoughts on the rise of waka studies. (Nishimura, p. 191.)
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compositional styles of waka. I also analyzed how the Rokujo and Mikohidari branches of the
Fujiwara family established studies of waka as their own prerogatives, and used the framework
not only as a means for survival during the politically volatile period marked by the ascendancy
of the warrior class, but also as a foundation of new medieval “Ways” (michi) in the arts,
according to which their own and their descendants’ authority as teachers of waka was ensured in
the subsequent centuries.

Chapter Seven examined Minamoto no Toshiyori’s waka treatise, Toshiyori zuino
(Toshiyori's Principles of Waka, ca. 1111-15), composed at the same time as the Kanda
Recension of the Godansho as a textbook for a future empress. Unlike the Godansho, however,
it is not a transcription of dialogues, but is replete with eccentric teachings about waka poems
and poets, the majority of which seem to have been derived orally. With its frequent narrative
digressions and bizarre stories about particular poets and phrases, the Toshiyori zuino is best
described as a collage of setsuwa narratives, rather than a critical study of waka. Nevertheless,
in terms of its value and influence as the first extensive study of the ancient diction of waka, the
Toshiyori zuino is unquestionably the most important text on the subject from the insei period.

Like the Kanda Recension of the Godansha, the Toshiyori zuind emphasizes the
importance of the ideal of suki (poetic passion), and expands it into a “way of life” (michi),
poignantly demonstrated in the words and deeds of the waka poet Noin. Toshiyori deeply
respected Noin, and shared the latter’s opinion that waka, unlike kanshi, was neglected by both
poets and patrons, and thus lapsed into decline. The enthusiastic but essentially unsystematic
ways in which Toshiyori approached his subject matter soon became the object of criticism by

waka poets in the mid-twelfth century. Yet, few of them surpassed Toshiyori in terms of their
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creativity and commitment in preserving the particular (and often peculiar) anecdotal details
associated with ancient language.

Chapter 8 examined the Rokujo and Mikohidari schools of waka. Modern scholars have
considered these schools, or “waka coteries” (kadan), rivals, and have emphasized the stylistic
differences of the schools. I criticized this tendency by arguing that in the larger framework of
intellectual and cultural histories of early Japan, their commonalities as self-proclaimed
hereditary units of waka specialists are far more significant, because this was not the first time
that academic learning was promoted by certain aristocratic families. In fact, introducing a
diachronic perspective of “household studies” was essential in finding a new direction in this rich
field of twelfth-century waka in Japanese; whereas in English, because of the paucity of such
scholarship, a generalization that would hopefully draw more attention to the field was equally
necessary.

I first discussed the emergence of the Roku;jo school by analyzing a passage from the
setsuwa collection, Kokon chomonjii (Collection of Old and New Renowned Tales, 1254), which
recounts Fujiwara no Akisue’s inauguration of the Hitomaro eigu ceremony (4n Offering to
Hitomaro's Portrait) in 1118. 1 detailed how Akisue drew his inspiration from the Confucian rite

of Sekiten (FRET), a bi-annual festival for Kidendd scholars held at the State Academy; and his

collaboration with the Kidendd scholar Fujiwara no Atsumitsu, the son of Akihira, the compiler
of the Honcho monzui. Also by contrasting the waka poems composed for the ceremony by
Akisue and Minamoto no Toshiyori, one of the guest participants, I tried to show the lack of

poetic passion or suki, on the part of Akisue. In short, as far as the record of the Hitomaro eigu is
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concerned, Akisue appears more anxious to prove that the composition of waka deserved the
same respectability as kanshi composition, and was not merely a leisure pastime.

I then examined how Akisue’s grandson Kiyosuke took over and consolidated the Rokujo
school of waka. I analyzed passages from his waka treatise Fukurozoshi (Pocket Books, 2 vols.,
ca. 1157-58), and concluded that Kiyosuke synthesized his grandfather’s formalistic approach to
waka, characterized by the imitation of Kidendd academician’s literary practices, with
Toshiyori’s unsystematic but passionate approach to waka, making both elements of scholarship
and suki equally important for future waka poets.

On the one hand, writing a series of waka commentaries and treatises in terse kanbun,
conducting another Kidendo literati’s event called Shoshikai (Poetry Gathering for Elderly Men)
with waka poets in 1172, making an array of household editions of canons of waka such as the
Kokinshii, and proudly calling himself “An Aged Waka Confucian Fujiwara,” no other waka
poets seem to have embraced formal features of Kidendd scholarship as vigorously as Kiyosuke.

On the other hand, massive literary compilations, such as the Fukurozoshi, which were
meant to be used as a reference by waka poets, appear as the product of Kiyosuke’s sincere
“passion” (suki) for the subject. Roughly divided by themes, with a table of contents at the
beginning of each volume, at first glance, the Fukurozoshi appears to be a systematic
encyclopedia of waka. However, it is also rich in anecdotes, like the Toshiyori zuino, most
prominently in a section entitled “Miscellaneous Discussions” (zodan). Of the many anecdotes

Kiyosuke gathers there, his depiction of Noin as the first waka poet who was driven by suki
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(“You have to love it! Only because you love it, you compose waka!”*?) is of particular interest.
Kiyosuke did not add much to Toshiyori’s discussion of Noin in the Toshiyori zuiné.
Nevertheless, the inclusion of the anecdotes about Noin and his followers, who even more
radically adhered to suki by worshipping Noin and his maxim, suggests that Kiyosuke, probably
unconsciously, attempted to balance his scholarly approach to waka with a more poetic and
artistic one, epitomized in the ideal of suki. In the future, the issue of Kiyosuke’s acceptance of
suki needs to be explored through careful analyses of his actual waka compositions.

I then turned to the Mikohidari school of waka, and examined Fujiwara Shunzei’s waka
treatise, Korai fiteisho (Commentary on Old and New Poetic Styles, first edition 1197, second
edition 1201). Consisting mostly of Shunzei’s own selections of poems from the Manyoshii (ca.
785) through the Senzaishii (1187), the Korai fiiteisho is hardly a “treatise.” However, the
opening passage of the text, which serves as an introduction, concisely summarizes his purpose
and his understanding of waka and its history. Although written in Japanese, the passage can still
be considered an offshoot of waka prefaces (wakajo), which were traditionally written in Sino-
Japanese for waka poets by Kidendd scholars. It is ironic that such a thought-provoking essay on
the genre, consciously following the tradition of the Kokinshii prefaces, was written by Shunzei,
who showed no interest in imitating kangaku scholars, and not by Kiyosuke.

The radicalism of Shunzei’s contention is attested by his comparison of the unfathomable
profundity of waka composition on the one hand, and of the theory of the Threefold Truths
(santei)-Emptiness, Provisional Existence, and the Mean—in Tendai Buddhism on the other; or

between the impossibility of teaching the composition of waka, and that of elucidating the key

32. BEFG N, T EhaduUdIz kT, SNKBT 29, p. 88.
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Tendai concepts of Cessation and Observation (shikan), cited by Shunzei from the preface to the
Buddhist scripture, Mohe zhiguan (Great Cessation and Observation, 594).

Considering the fact that in the early 1120s, the composition of waka was not considered
a proper “Way” on a par with Chinese literary studies or Buddhism (Chapter 1), no matter how
rhetorical Shunzei’s intentions might have been, the extent to which Shunzei emphasized the
difficulty of teaching waka composition through the analogy with Tendai Buddhism is surprising.
On the one hand, without the Rokujo poet-scholars’ strenuous and ostentatious efforts to reform
waka practices with the formalities set by the Kidendd scholars, the rehabilitation of the genre
from the non-literary images ascribed to it would have been impossible. Had waka been still
considered a “local custom” (fiizoku) or a declining “Way” (Noin, Toshiyori), any claim as to
equate it with conceptually even more “superlocal” and heterogeneous Buddhist discourse would
appeared implausible.

On the other hand, by directly linking waka with Buddhism, and excluding kanshi from
the analogy, Shunzei was also making a chauvinistic claim that both waka and Buddhist teaching
are profound, whereas kanshi composition could be learned and even mastered merely by
following rhyme schemes and other rules concerning style and format. The difficulty of teaching
and learning waka had already been discussed by Toshiyori. However, in Shunzei’s critical
writing, as in the opening passage of the Korai fiiteisho, 1 discerned the seed of a more clearly
articulated sense of Japanese proto-nationalism, for a proper understanding of which my
typological comparisons of Kidendd and waka studies would prove inadequate.

To further investigate the emergence of proto-nationalistic discourse in medieval Japan,

critical studies of the revival of the Myogyodo (Confucian Political Texts) curriculum at the State
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Academy following the decline of the Kidendd, as well as Myogyodd’s influence on the literary
activities sponsored by the Retired Emperor GoToba (1180-1239, r. 1183-98), in particular the
compilation of the Shin kokinwashii (1205), are crucial. GoToba, the last ruler of insei Japan,
vigorously pursued the “(re)building the state and ruling the society” (keikoku chisei) through
literature, in particular, waka composition rather than through kanshi. Future research on the
actual process of how the more politically attuned Myogyodo curriculum under the auspices of
the Kiyohara family replaced Kidendd as the the dominant teaching at the Academy, as well as
its influence on rulers, will be indispensable to understanding the meaning of the growing
popularity of waka-related activities, centered around GoToba and the Fujiwara regents, after
Minamoto no Yoritomo’s establishment of the bakufu in Kamakura in 1192.

Through his comparison of waka composition to the Buddhist search for “truth,” Shunzei
imbued the Way of Waka with a mystic quality, making it even more serious than the scholarly
Way of Waka envisioned by Kiyosuke. The Mikohidari school’s “profound” Way of Waka was
further developed by Shunzei’s son Teika and by Teika’s descendants in the thirteenth century
into a semi-religious set of teachings that focused on such issues as “mindfulness” (ushin) and
“mysterious subtlety” (yiigen) in waka composition.

In so doing, on the one hand, the Mikohidari poets disassociated themselves from suki, by
not discussing it enthusiastically, as if to make a point that such an “obsessive” attitude was too
self-indulgent. On the other hand, suki or the once popular “poetic” way of living among waka
poets in the early-to-the mid twelfth century, came to be associated with renga (linked-verse)

poets in by the early thirteenth century.” In the subsequent centuries, the notion of suki was

33. I gained insight into this aspect of suki from Tabuchi Kumiko’s book chapter, which discusses in
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embraced by practitioners of the Way of Tea (cha no yu) and Way of Flower Arrangement
(ikebana) as the core concept of poetic refinement in their undertakings. With its origins in
vernacular literature such as the Ise monogatari and Genji monogatari, the evolution of suki as
the fundamentally subversive force that linked highbrow and lowbrow art forms in premodern
Japan is a worthwhile topic for future research.*

Finally, Chapter 9 examined “Koseki kasho mokuroku” (““An Old Manuscript Catalogue
of Books on Waka”), attributed to the prince monk Shukaku Hosshinnd (1150-1202). Although
one of the most frequently cited sources in post-war Japanese scholarship on literary texts from
the twelfth century, the catalogue survives in a highly “unstable” form as a material artifact.
Based on my research at Sonkeikaku Library in Tokyo, I discussed the format in which the
catalogue exists today as a full citation in a bibliographical notebook of the daimyo Maeda
Tsunanori (1643-1724). Tsunanori was a bibliophile, and throughout his life time he
passionately collected and studied Japanese and Chinese classical texts. The transmission and
preservation of early manuscripts during the Edo period, as well as their relationship to print
capitalism are important subjects, while the significance of Tsunanori’s philological activities
need to be discussed in the sociopolitical and economic contexts of early-modern Japan.

More importantly, I examined what “Koseki kasho mokuroku” reveals about waka, and
how it was practiced in the late twelfth century, assuming that it was an inventory of Shukaku’s

private library at Ninnaji. I argued that the presence of such a list of over 170 titles, as well as

great detail Teika’s references to the word koshi (#f-12), a typical variant of “a person with suki” (" Z
@) in a kanbun discourse, in his diary, Meigetsuki. Tabuchi (2001), pp. 221-46.

34. Hamanaka Osamu’s short essay in the chapter on “Suki” in Koten bungaku gairon is one attempt to
analyze suki dischronically. Takeo Toshio, et. al., eds., pp. 96-97.
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the systematization of sub-genres therein demonstrated the development of waka as a full-
fledged scholarly discourse by the end of the twelfth century. I then discussed the particular
roles Shukaku played as a waka patron, poet, and pedagogue for his monastic disciples.
Particularly important was his collaboration with both Rokujo and Mikohidari poets, while
commissioning new waka commentaries and gathering both old and new waka treatises,
including the Toshiyori zuino, the Fukurozoshi, and the Korai fiteisho. In a sense, the
comprehensiveness of the “Koseki kasho mokuroku” embodies Shukaku’s near-obsessive
commitment (suki) to waka, but in his instructions for his monastic disciples, Uki (Records of
Right, 1186), Shukaku disavowed the composition of waka because of one’s passion.

One topic not covered in this chapter is the debate among Japanese scholars in the past
fifty years over the commissioning of Shunzei’s Korai fiiteisho. Watanabe Yasuaki describes the
dispute as concerning, whether “a certain ‘High Mountain’ (takaki miyama),” which Shunzei
identifies as the person who ordered him to write a waka treatise, refers to Shukaku Hosshinno,
or to his sister, the accomplished waka poet, Princess Shokushi (?-1201).> Since the late 1960s,
the Korai fiiteisho was long considered to have been written for Shokushi.’** Recently, this view
was questioned by the historian Gomi Fumihiko, who argued for Shukaku’s involvement in the
production of the text, based on the “Koseki kasho mokuroku” and its reference to the Korai
fiiteisho.”” Like Tanaka Hiroki, who rejected Gomi’s argument, I also support the view that the

Korai fiiteisho was originally written for Princess Shokushi, due to its stylistic similarities to

35. KKS 7, pp. 1-3.

36. Matsuno Yoichi’s essay, “Korai fiiteisho no seiritsu ni tuite,” originally published in 1966 and
included in his book, Fujiwara no shunzei no kenkyii (1973), established this view.

37. Gomi (2003). Quoted in Appendix 2. This view is approved by Watanabe in KKS 7, pp. 1-3.
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Fujiwara no Kinto’s “old commentaries” (sachii) on the Japanese preface to the Kokinshii,*® and
to the Toshiyori zuino. However, unlike Tanaka, who argues that the revised edition (1201) of
the Korai fiiteisho was made at the request of Emperor GoToba’s brother, Prince Koreakira,” I
raise the possibility that Shukaku could also have made such a request, in order to enrich his
already impressive library of waka. In fact, judging from the logic behind Shunzei’s textual
modifications, it is hard to believe that the revised edition of the Korai fiiteisho was not
presented to Shukaku.*

Finally, the cursory manner in which I discussed the concept of kyogen kigo (“wild words
and decorative phrases”) and the issue of why Buddhist practitioners, like Shuaku, embraced the
composition of waka as a way of cultivating a meditative mind, needs to be expanded into a
systematic study of the nexus between poetic and religious discourse in premodern Japan.

Originally derived from the Chinese poet Bo Juyi’s (772-846), the term kyogen kigo (£ 5 i)

appears as early as the Buddhist vow (ganmon) composed by the Kidendd scholar Yoshishige no

38. Nishimura (1997), pp. 18-31.
39. Tanaka (2008), pp. 393-412. Especially, p. 413.

40. Tanaka also lists Shukaku as one of the potential nobles who could have requested a new copy/edition
of Shunzei’s Korai fiiteisho in 1201, along with Prince Koreakira, the Retired Emperor Gotoba, the
regents Fujiwara (Kujo) no Kanezane and Yoshitsune. (Ibid., p. 413.) However, while strongly arguing
for Koreakira’s involvement, Tanaka does not explain why the second commissioner could not have been
Shukaku (nor Kanezane or Yoshitsune). I examined some 360 major and minor changes (224 in Volume
1, 137 in Volume 2) in the two versions of the Korai fiiteisho. (There is another version called “the
middle edition” H[EIA, aside from the first edition #Jf#E4 and the revised edition FHEAS, but I did not

examine this. I based my study on Watanabe Yasuaki’s modern edition of the Korai fiiteisho in KKS 7,
the annotations to which indicate textual discrepancies between the three versions.) The majority of
changes in Volume 1 dealt with revisions to the orthography of the quoted texts from the Man yoshii,
whereas in Volume 2, the most prominent textual discrepancies were found in Shunzei’s deletion of some
of the love poems, including Izumi Shikibu’s famous poem in the GoShiiishii, “® & X & A Z DHDIZ

POE OIS —7- UV DiES Z £ b 2372 These modifications demonstrates Shunzei’s respect for

Shukaku, who was knowledgeable about the Man *yoshii, and whose own waka anthology does not
contain love poems (apparently because he was a Buddhist priest.)
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Yasutane in 986.*" Of particular interest is how the early association of fiigetsu (the composition
of kanshi) with Buddhist salvation (e.g. Yasutane’s ganmon) evolved into that of fiiryii (poetic
refinement), waka, and the realization of the Buddhist way of life, by the time of Shukaku.** (It
also needs to be noted that fiiryi, like suki, is a useful concept, constantly renewed by new art
forms throughout the premodern period.)

By filling the lacunae between the fields of kangaku, waka, and insei studies, the present
dissertation proposes a new history of early Japan, actually a hybrid of literary and intellectual
histories of Japan in the tenth through twelfth centuries. It suggests that when we revisit literary
and scholarly activities as presented in texts produced in the place and the historical period in
question, armed with preconceived notions of “literature” and “scholarship,” the essence of these
activities become elusive. With this risk in mind, I let the texts speak for themselves and guide
me towards the meaning of “literature” and “scholarship” in Japanese aristocratic society at the
time. This seemingly paradoxical search for a universal understanding of the human capacity for
creating literary texts through the act of reading them closely, only confirms that in twelfth-
century Japan, both poetry composition and academic learning were essential to courtiers’ search
for their aristocratic identity.

By pointing out the common ground between the earlier Kidend6 and that of waka
studies in the twelfth century, I view the two literary practices not so much as autonomous

literary genres, but rather as two models of learning, wherein the seemingly conflicting values of

41. More precisely, Yoshishige uses the phrase, kagen kigo (1€ 5 f att), not kyogen kigo, in his ganmon,
but the idea is the same. (See Chapter 2.)

42. Watanabe Yasuaki’s analysis of Shunzei’s reference to kyogen kigo in the preface to the Korai fiiteisho
is an important study on the subject. (Watanabe, 1999, pp. 313-328.)
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the individual cultivation of the poetic mind (fizgetsu, fiiryii), on the one hand, and the sustenance
of hereditary transmission of knowledge on the other, converged. In the pivotal twelfth century,
Kidendd shed its historical relevance and was superseded by waka studies. This transition was
mediated through the emerging setsuwa discourse that preserved the former’s transmission of
oral knowledge in writing, and the ideal of suki, which brought to the fore the common origins of
kanshi and waka as the earliest forms of poetry in Japan. In a sense, poetry-centered literary
practices evolved at this time from “ancient” to “medieval.”

The future trajectories of these poetry-centered models of learning require further study.
After the Way of Waka attained semi-religious status (unlike the earlier Kidendd) by the early
thirteenth century, waka became most respected form of literary art in medieval Japan. How did
it influence the more vernacular poetic discourses, such as renga, no drama and even early-
modern haiku? Did setsuwa and suki still prove effective as catalysts that bridged high and low
art forms, when renga became popular among aristocratic and warrior elites, while modeling
after waka by the late fourteenth century? Why did waka practitioners attempt to retain their
authority vis-a-vis renga poets by establishing the custom of Kokin denju (“The Transmission of
the Secret Teachings of the Kokinshii), wherein the element of non-textual transmission of
knowledge of the earlier Kidendo scholarship was restored in the form of kuden (oral teaching)?
How did Buddhism, especially the esoteric teachings of Shingon, as well as more explicitly
culturally chauvinistic “Shintd” discourse, relate to the Way of Waka in the thirteenth century
and after? How did the emerging practice of kanshi composition among Buddhist monks at the

Five Mountain (Gozan) monasteries in Kyoto in the fourteenth and fifteenth centuries respond to
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the earlier Kidendd model? The typological models established in the present study raise these
and more questions for future research.

Ultimately, insofar as they “made sense of texts,” both Kidendd and waka studies could
be considered “philological” studies in early Japan. Methodologically, however, whether such
early practices reside in the realm of “critical philology” as proposed by Sheldon Pollock
remains inconclusive. Building a historical connection between early models of philological
studies of Chinese and Japanese literary texts, ushered in by a “love (suki) of
learning” (philologia) and a sense of self-preservation, and our own philological endeavors,
which are no less inspired by philologia but nevertheless aspire to create “core knowledge

9943

forms”* in the humanities today, would require further investigation into how early philological

traditions in Japan revived and flourished in the Edo period.

43. Pollock, p. 948.
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Appendix 1

An Old Manuscript Catalogue of Books on Waka in Maeda Tsunanori’s (1643-1724) Japanese and

Chinese Bibliography

TREEEE ) PR T ERRGE H B

[Japanese and Chinese Bibliography, Codex No.] 72, “Things Seen and Heard” [ZIEEH ] E+ =, R
&

L.

The Man yoshii 5— 7 55
Manyéshii (Collection of Myriad Leaves): 1 set J1 5555
20 scrolls &
“Kanajo” (Preface in Japanese): 1 scroll {44/ —%&

Topically Organized Man 'yoshii, and its Abridged Versions 25 . BT HE45, [H 4D

Burui man yoshii (Topically Arranged Man yoshii): 1 set TRAH T TEEE—T

20 codices Tififi, [Codex] 2 missing i /K
Another set X —Hf
The same item, abridged [[{#): 3 codices —Ififj

20-volume recension HZ&A&

Another codex X —1ifi: 5-volume recension FAZ&A

Another scroll . —%: the same as above [f]

The Six Imperial Anthologies of Waka £ = 7SREE!
Kokin (The Kokinshii): 1 set 55—
Manuscript by Novice Norinaga = A4
Another set X —#f
In the same hand [F] 5
Recension attributed to the Retired Emperor Sutoku’s [If#EA L3
Gosen (The Gosenshit): 1 set #2583
AT A AR AR |17 2% S A 2 SO A I 2 e 2 AR DU R e B B A 4 T
PEAFIoHGT AR R = € i E A

The Six Imperial Anthologies of Waka 5574 7SR
Shitishii (The Shizishii): 1 set ¥E 58—
10 scrolls 1%
Another set X —#f
4 codices Pl
Senzaishii (The Senzaishii): One set T-#EE— >

6 codices 751k
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Privately Commissioned Anthologies #f 71. FAIE4E

Shinsen waka (New Collection of Japanese Poems): 1 set HTHER & —356°

1 codex —Iifj
Jugeshii (Collection Under the Tree): 1 set 18} [ 5—#f°
7 codexes LIlfik

Rokujo (The Kokin waka rokujo): 1 set 75I—557
6 codexes 751k
Kingyokushii (Collection of Gold and Jade): 1 set 4z EEE—H

Included with the Sanji-rokunin sen’®, the Sanjii-rokunin sen zoku, the Waka kuhon', the Jiigoban,
the ShokuJiigoban, and the Gengenshii

B S AR Fife MEum T hE BT hdE X458
Gengenshii (Collection of the Finest Poems): 1 set X% S—H"

1 codex —Ififj
Shoku Shinsensho: 1 set fe B> —I
1 codex —Ififj
Horikawa hyakushu: 1 set Y37 (1 & —H5B
1 codex —1fi
Goyoshit: 1 set HLIEHE T
1 codex —1if

Ryogyokushit: 1 set B EHE—
3 codices =1l
Goyoshit: 1 set #HEEE—HF"
3 codices —Ifif
Shiti kokin: 1 set &8 55—
6 scrolls 7NZ&
With a catalogue in the last volume B4 H #%
Shoku shikashi: 1 set ft.ail {65
2 codices —-Ifif
Shin sanjiirokunin-sen F /S Nk

1 codex —Iifj

Shoku sanjiirokunin-sen: 1 set HeHt7S NEE—
1 codex —Ili%j

Shiti jiigoban: 1 set ¥+ FL g —4B
1 codex —Ififj

Privately Compiled Anthologies £ 75 FAfREE

Ichijisho: 1 set —F#p—4B
4 codices VUi



480

Genzonshii: 1 set BIFEEE—40
2 codices —-Ifi
Konsenshii (Collection of Contemporary Poems)": 1 set 25—
3 scrolls —4&
Shiti  genzonsho (A Gleaning of Extant Poems)™: 1 set fiEBIfA5E —
2 codices —-Ii%j
Kahanshé (Selected Poems from the Karinén)': 1 set &b —35
6 codices 7SIk
Somonshii (Sramana’s [Monastic] Anthology)'®: 1 set Zx[" 18—
5 codices Al

Individual Poets’ Collections: The Thirty-Six Poets 21 #6254 H/SA

Hitomaro shiit NAL& (Collected Poems of Hitomaro)

1 scroll —%&
Tsurayuki shiit .2 %5 (Collected Poems of Tsurayuki)

2 scrolls &

Another scroll X—7: 2 codices —-1fif
Mitsune shii ¥5E£E (Collected Poems of Mitsune)

1 scroll —%&
Ise shii HBALE (Collected Poems of Ise)"’

2 scrolls &
Yakamochi shit ZRE:5E (Collected Poems of Yakamochi)

1 scroll —%&
Akahito shii 78 N5 (Collected Poems of Akabhito)

1 scroll —%&
Narihira 3V ([Collected Poems of] Narihira)

2 scrolls &

The front cover of one scroll bears a title, “Collection of Captain Ariwara” — A/ E STEHRFEE
Henjo #@lA ([Collected Poems of the Priest] Henjo)

1 scroll —%&

Individual Poets’ Collections: Middle Antiquity &5/\ EZKEE Hy
Engi onshii JEEAHEE (Collected Poems of the Emperor Daigo)

1 scroll —%&
Tenryaku onshii RIETHILE (Collected Poems of the Emperor Murakami)
1 scroll —%&

Kazan-in onshii TGILEEHHIEE (Collected Poems of the Retired Emperor Kazan)
1 scroll —%&
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Nishi-no-miya shii VA% (Collected Poems of Minamoto no Takaakira)'®
1 scroll —%&

Horikawa-ufu shii Y& 45 I54E (Collected Poems of Fujiwara no Mototsune)"
1 scroll —%&

Shijo-no-dainagon shit VA58 KNS 5 (Collected Poems of Fujiwara no Kinto)
1 scroll —%&

Sukechika shii B4 (Collected Poems of Onakatomi no Sukechika)®
1 scroll —%&
Another copy X —A: 1 scroll —#4&

Sanekata shii B J7%E (Collected Poems of Fujiwara no Sanekata)®

1 scroll —#%&
Michinobu shii #8{§% (Collected Poems of Fujiwara no Michinobu)*
1 scroll —#%&

Fukayabu shit #3245 (Collected Poems of Kiyohara no Fukayabu)®
[1 scroll —%&]

Nagaté FHg ([Collected Poems of Fujiwara no] Nagato)™
1 scroll —%&

Michinari 8% ([Collected Poems of Minamoto no] Michinari)®
2 scrolls %%

Yoshitada %1 i& ([ Collected Poems of Sone no] Yoshitada)
1 scroll —%&

Norinaga #37K ([Collected Poems of Fujiwara no] Notinaga)
1 scroll —%&

Yoshitoki 3% 5 ([Collected Poems of Yuge no] Yoshitoki)*®
1 scroll —%&

Egyo FBE ([Collected Poems of the Priest] Egyo)”
1 scroll —%&

Démyé 81 ([Collected Poems of the Priest] Domyo)™
2 scrolls &

Miare senji fIJ6'E & ([Collected Poems of] Miare Senji)®
1 scroll —%&

Tzumi shikibu TR ZEB (/Collected Poems of] Izumi Shikibu)
1 scroll —%&

Another copy X—7A
2 scrolls &

Another copy X —A&
1 scroll —%&

Akazome FR 4% ([Collected Poems of] Akazome [Emon])
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3 scrolls =&
Uma Naishi }sWNRF ([Collected Poems of] Uma Naishi)
2 scrolls &
Sagami M ([Collected Poems of] Sagami)
1 scroll —%&
Ashita no shii §15& (Collection of Poems Exchanged Afier Dawn)®
1 scroll —%&
FEREA T Ao ofEahylaF &

Individual Poets’ Collections: From the Recent Period 5 /L #2546 T fX
Iyama shii: One set ¥ [IEE—H
8 scrolls /\ &
One scroll that contains Chinese verses may be lost [ PN & —25 K ik
Another set in one codex X —Ififj
San-no-miya gyoshi — =15 (Collected Poems of Prince Sukehito)®'

1 codex —Ififj
Tsunenobu-kyo ¥ (/Collected Poems of] Lord Tsunenobu)
1 codex —Iifj

Masafusa-kyo: 1 set [EFBI—3EB (/Collected Poems of] Lord Masafusa)
2 codices —_Iifj
Toshitada-kyo 72 8 ([Collected Poems of] Lord Toshitada)
1 codex —Ififj
Akisue-kyo WHAZEIE ([Collected Poems of] Lord Akisue)
2 codices I
Akisuke-kyo BAHH (/Collected Poems of] Lord Akisuke)
2 codices —_Iifj
Yukimune-kyo 115300 (/Collected Poems of] Lord Yukimune)®

1 codex —Ififj
Toshiyori 1&¥8 ([Collected Poems of Minamoto] Toshiyori)
1 codex —Iifj

The front cover bears a title, “Sanbokusha” #}dH = B
Manuscript by Toshiyori {225

Another set X —A
10 codices ik

Another set X —A
5 codices LIk

Mototoshi 348 ([Collected Poems of Fujiwara no] Mototoshi)
1 codex —Ifif



10.

I1.

Nakamasa shii f11E5E (Collected Poems of [Minamoto no] Nakamasa)®
1 codex —Ififj
Entitled “A Collection of My Humble Mugwort House” 53%& = £

Individual Poets’ Collections 5iti %< %: From the Recent Periods #11%

Norinaga-kyo shit ZERNEE (Collected poems of Lord Norinaga)

6 scrolls 7572
Shunzei-kyo I ([Collected Poems of] Lord Shunzei)

3 scrolls =%, autograph %
Shigeie-kyo B ([Collected Poems of] Lord Shigeie)

1 codex —Ififj
Yorimasa-kyo ¥R ([Collected Poems of] Lord Yorimasa)

3 scrolls =&
Kiyosuke 15 (/Collected Poems of] Kiyosuke)

2 scrolls &
Ise monogatari TFHEAY)GE 25 (Tales of Ise: Part I1)*
off

Suketaka shii V&S (Collected Poems of Suketaka)*
2 scrolls %%, autograph F &
Jakuzen shii FLIREE (Collected Poems of [Priest] Jakuzen)
1 codex —Ififj
Shuné 21 ([Collected Poems of] Shuné)
3 scrolls =&
Another scroll entitled “Rinyoshii” 5 AR EEEE 236
Toren 658 ([Collected poems of the Priest] Toren)”’
2 scrolls, entitled “Keisetsusht” &5 HE
Kenshé shii BAMHEE (Collected poems of [the Priest] Kensho)
oscrolls 0% (in my opinion four FAZsP4)*

Also two scrolls X %: These were selected from the four-scroll [recension] at the Imperial

Residence JATHIFTHEPY L h i H 2 .

Horikawa shii (Collected Poems of Horikawa)*
1 codex —Ili%j

Another copy in 2 scrolls 3 %
Another copy in 1 scroll X —%&

Hyoée shii Sefii%5E (Collected Poems of Hyoe)®
1 codex —Ififj

Collected Topics &5 +— M
Dairin (Collected Topics): 30 scrolls k= 1%
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13.

14.

15.

Poetry Contests &F &5

Collected Topics &+ —- @
Dairin (Collected Topics): 30 scrolls BEHARHE:
One-Hundred-Poem Sequences H B
(o¥HE) MHiu&—mifz,

Collected Topics 551 =
Dairin (Collected Topics): 30 scrolls FEAR &
Social Gatherings &

Collected Topics &5V #EM
Dairin (Collected Topics): 30 scrolls FHAR &
Miscellaneous #f

The Principles of Waka 21 71. i+
Waka zuino EHKBENN (The Principles of Waka)®
1 scroll —%: Author Kisen, with colophon = {F LA
Hikohime shiki /U= (Princess Hikos Waka Rule book)
Néin utamakura ReXHKML (Noin s Poetry Catalogue)™
1 codex —Iifj
Nan-GoShiii Hit4 8 (Anti-GoShitishii)
1 codex —Ilfj: Author Tsunenobu #&{5 1F
Toshiyori zuino RFABENN (Toshiyori’s Principles of Waka)
1 codex —Ififi: Autograph H%&
Another set X —A
3 scrolls =%
Shiii kokin mondo ¥53E 54 & (Polemics on the Shiii-kokinshii)®
1 scroll —%&
Retired Emperor Sutoku’s criticism £ B fHl
Lord Norinaga’s replies appended ZIZHIZ:
Inaka zuiné H¥HEMN (The Principles of Poetry Written in the Countryside)
1 codex —Iifi: Compiled by the Retired Emperor Sutoku S ¢ HI %
Démasho: 1 set HEEH—e

5 codices FLlfifi: Submitted to the Retired Emperor Nijd by Lord Norikane #{iZ#JHI{5EE

Chii-kokin (Commentary to the Kokinshii): 1 Set 1 54—+
10 scrolls +%: Compiled by Kiyosuke J#1ififi

Waka oshé: 1 scroll fRikoH—%&
The same author [F]{f

ES
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Ogishé (Notes on the Poetic Lore): 1 set B3 —*
2 codices —-Ififj: The same author [Fl{f
Daimokushii-chii-sho (Commentary to the Collection of Book titles, Abridged): 1 set & H ££1:40—
i
3 codices —Ififi: The same author [FI{E
Manyéshii jidai kanbun (Monograph on the Era of the Manyshii): 2 scrolls J7 HEEEIRF S 5%
Monograph and commentary by Kensho SHHE )i
Kawayashiro kanmon (Monograph on “Kawayashiro ) JA L33
1 scroll —%: The same as above [F]
Waka samazama no tei (Various Styles of Waka) FIEM k2§
1 scroll —%: Compiled by Kiyosuke 7 1ifi{#
Korai fitteisho v R JBIEYY (Notes on Old and New Poetic Styles)
2 codices _-IIfj: Compiled by the Novice Shunzei &2 A&,
Also 2 codexes X i

Miscellaneous %
Ise monogatari (Tales of Ise) THEAYGE
1 codex —Iifj
Also another scroll X —4A
Yamato monogatari (Tales of Yamato) KHIYI&E
1 codex —Ififj
Miyataki no ki =3eat. (Record of the Retired Emperor Uda's Journey to Miyataki Falls)®
1 codex —Ififj
A AN S B AR

Takamitsu shosho nikki (Diary of Lieutenant Takamitsu) 156 H 5t
1 scroll —#%&

Okagami (The Great Mirror) K
5 scrolls 1.4

Also 2 codices X i
Imakagami (The Mirror of the Present) ¥1#i
2 codices -Ififj, author Jakucho AEE{E
Makura zoshi (The Pillow Book) MGt
2 codices I, author Sei Shonagon 15 # S 1E
Genyjishii (Collected Poems from the Genji monogatari) Ji K5
1 codex —Ififj
Shokoku utamakura (Poetic Place-Names from Various Provinces) & [E RFL
1 codex —1i%, author Noin A& K {E
Uji dainagon monogatari (Tales of Grand Counselor Uji) FI0 NN S VIFES
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1 codex —Ifif
Kara monogatari (Tales from China) IEYIRES
1 codex —Ififi, author Shigenori J¥{#fi*
Manyoshii mokuroku (The Manyoshii Catalogue) 7 HE5E H &%
4 codices Pl
Thzs H2 DU T i S R BG5S e AL 2 H SR 2 itz

Waka genzaisho mokuroku (A Catalogue of Extant Books on Waka) I =FLET H %
4 codices Ul
Compiled by Kiyosuke, Kenshd and Tsunehira {7 i BEHA £ V-5 e 2
Also 1 codex X —Ififj: incomplete A&
Yos56kyo (Guide to the Physiognomy of the Falcon) JERHRE
1 scroll —%&
ISR RIN A s sFE IR 2
Nihongi shiki (Private notes to the Chronicle of Japan) H ARFLFAGL: 2 scrolls &
Vol. 1 and vol. 3 #—%i = author Taguchi Kimimochi FH /2> SE1E
Fukuro zoshi (The Bound-pocket Book) FE¥i¥-

1 codex —Iif;
Horikawain hyakushu chii (Commentary to the Horikawa-in hyakushu) Y8 Bt 51
3 scrolls =&

Hyakushu waka chinjo (Counter-arguments to [the Judge's Comments from] the One-Hundred

Poems) T FIHFBRCR

1 codex —1iifi: Kensho WHIH
Waka yamai shii (Collection of Stylistic Errors in Waka) F1EHpEEE
Shinkokin (the Shinkokinshii): 1 set #i i 5

20 scrolls f1%: handwritten by Lord Teika & %<5 Fi 5

17.  Waka mokuroku (Catalogues of Waka) F1#k H #x
B SRWL ARTL
HEEIEPTY RS T

B
Ruijii koshii (Topically Classified Ancient Collection) JH5E i £E
20 scrolls &
Ditto, commentary [F]}i:
5 scrolls L&
Godaishii utamakura (Place Names Selected from the Five Imperial Anthologies) FL{\EE &1 H
5 codexes Al

Ditto, catalogue [F] H #%
1 codex —1i%
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=
First fascicle 25 —Ik: Astronomy K556
Second fascicle £ _-1%k: The Calendar &K
Third fascicle 55 —Ik: Human A ffairs--Part One AZF—
Fourth fascicle V4 ooooo

My note: [The fragmentary nature of the text] makes it difficult to decipher the remaining section;
therefore, I put my brush down and end [my transcription] for the time being.

A 3 U B MR 2 ffi P S

1 Conventionally, the “Rokudaishii” or the Six Imperial Anthologies of Waka refers to the first six of the
twenty-one “imperial anthologies of waka” (I HIFKER): the Kokin wakashii (14 FIHKEE, Collection

of Japanese Poems from Ancient Times to the Present, 905), the Gosen wakashii (F2EHTHREE,
Subsequently Selected Collection of Japanese Poems, 951), the Shiii wakashi (F&38HIHREE, Collection of
Gleanings, ca. 1006), the GoShiii wakashii (P38 HIHKEE, Collection of Gleanings 11, 1086), the Kinyo
wakashii (B ZERREE, Collection of Golden Leaves, 1124, revised and resubmitted in 1125 and 1126),
and the Shika wakashii (FI{ERIEREE, Florilegium of Japanese Poems, 1151). It is not clear whether the

omission of the GoShizishii, the Kinyoshii and the Shikashii, and the inclusion of the seventh imperial
anthology, the Senzai wakashii (T#{RIHKEE, Collection of Japanese Poems for One Thousand Years,

1183) in the present catalogue was intentional or accidental. Considering that the Nan-GoShii (HE#4 #5
8, Anti-GoShiii)-Minamoto no Tsunenobu’s critique of poems from the GoShiiishii, appears in section 15

(zuind), the omission of the GoShiii is especially mystifying. Ota speculates that the categorical heading
of the “Rokudaishii” may have been the mistake of the “Sandaishti” (—f\%£), which only refers to the

first three imperial collections of the Kokinshii, the Gosenshii and the Shizishii. However, this does not
explain the question why the Senzaishii appears here. (Ota, p. 88, note 25.)

2 RHIL,  TEBERAESET LRI SR OME ) in TRICCEEWTYE S | vol. 77 (1998.12):

3443,
MREAT, THEESEETENO T in DS GRS T HIRYEE) 1 (vol. 36,
2000.3).

----- . TEEAES &R OEFRIALE in T TR0 R AL S (vol. 43, 1999.12).

3 As Ota points out, it is likely that the first character 1] is a scribal error of the character 5%, with which
the name of Emperor Sutoku 52K & (r. 1123-41, 1119-64)  is written. It is known that Minamito no
Arihito J5451 " (1103-1147, Minister of the Left Hanazono ¥ /£ K1) submitted to Emperor Sutoku a
copy of the Kokinshii handwritten by Ki no Tsurayuki #l H.Z (ca. 868- ca. 945)-one of the four redactors

of, and the sole author of the Japanese preface to the Kokinshii. This suggests that the “Retired Emperor
Sutoku’s recension” was one of the most “authentic” editions of the Kokinshiiz, because it was collated by
or under the auspices of Emperor Sutoku, who supposedly owned Tsurayuki’s own manuscript of the
Kokinshii. (Ota, p. 71, p. 87, note 17.)
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M T, TS EERR R —S2EREAZ & CoTy in TEWRE CGRIERY) 1 (vol.
145, 1998.3).

4 Ota attributes interlinear glosses starting with the first person pronoun fAZ (“in my opinion...”) to
Maeda Tsunanori. (Ota, p. 92, note 55.)

5 The Shinsen waka (943) was initially compiled by Ki no Tsurayuki under the auspices of Fujiwara no
Kanesuke &5 3 (877-933, Counselor Tsutsumi 3¢ H#4 =) and Emperor Daigo Bl K & (r. 897-930,

885-930) around 930-934. However, due to the death of the emperor and Kanesuke, the collection was
not circulated until 943 or 944. It contains a preface and 360 poems, 278 of which also appear in the
Kokinshii. The text is available in the GR 159. (Ariyoshi, p. 355.)

6 The Jugeshii does not survive today. Its existence is confirmed only through textual references in the
Waka genzaisho mokuroku (see Section 16) and other poetic treatises from the twelfth and early-thirteenth
centuries, such as the Ogisho (see Section 16), the Waka iroha FIHREAZE (Introduction to Waka, Priest

Jokaku B, 1198) and the Yakumo misho J\EMHD (Emperor’s Notes on Waka, Emperor Juntoku, ca,
1221). According to these sources, the Jugeshii was compiled by Priest Genken J§Ef (977-1020), and
consisted of twenty volumes and a Japanese preface. (ZGR 17-1, p. 234; Ariyoshi, p. 439.)

7 The Kokin waka rokujo 1545 F1#K /SN (Old and New Japanese Poems in Six Books, ca. 976-82) is one
of the earliest topically classified collections of waka (FHREMIHKEL). It contains some 4500 poems from

the eighth through the mid-tenth centuries, approximately a quarter of which were selected from the
Man’yoshii. Poems are classified into 516 topics, and further organized into six books i, each featuring

the following themes of: Book One-the Calendar J5%/ (four seasons); Book Two—Mountains [11, Rice
Paddies H, Fields ¥, Capital #f Countryside FH+, Dwellings 2%, Humans A and Buddhist Affairs {A
=H; Book Three—Water 7K; Book Four—Love 7%, Celebrations £ and Departures j!]; Book Five—
Miscellaneous Feelings HMERL, Clothes and Accessories ARSiffi, Colors ff and Textiles ##%; Book Six—
Plants %L, Insects M, Trees /K and Birds . The compiler of the Kokin waka rokujé remains unknown,
but the involvement of Prince Kaneakira FtHH#{ T (914-87, Minamoto no Kaneakira, Daigo’s son) and
Minamoto no Shitagou 5l (911-83, the compiler of the first Chinese Japanese dictionary, Wamyé ruiju
sho B FFHIRTYDY [931-38]) has been considered plausible. (Ariyoshi, p.212.)

8 Compiled by Fujiwara no Kintd I /AT: (966-1041), the Kingyokushii (ca. 1007) is a fairly compact

anthology of 78 poems by some 40 poets, whose poems mostly appeared in the Kokinshii and the
Gosenshii. (Ariyoshi, pp. 154-5.)

9 Also compiled by Kintd, the Sanjirokunin sen (Collection of the Thirty-Six Poets, ca. 1009) contains
150 poems composed by the following thirty-six “model poets” or kasen KAl (poetic sages): Hitomaro

NIE, Tsurayuki H.Z, Mitsune 315, Ise 1%, Yakamochi 5XF, Akahito 77 A, Narihira 3°J~, Priest
Henjo #@hH, Priest Sosei &4, Tomonori & Hll, Commissioner Sarumaru 4= ALK 5, Komachi ZNAT,
Kanesuke Fftiifi, Asatada 5 &, Takamitsu 5%, Kintada 23 &, Tadamine &%, Saigi Nyogo 77 1= 2 fHll
(Ise Consort), Yorimoto $H3E, Toshiyuki #{T, Shigeyuki .2, Minamoto Muneyuki 7% T, Nobuakira 5
BH, Kiyomasa 7 IE, Shitagou I, Okikaze Hil &, Motosuke JGHHi, Korenori 72 Hl, Motozane JGE., Kodai
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no Kimi Z/NAKF, Nakafumi 13, Yoshinobu A8 E, Tadami /& ., Kanemori ##5% and Nakatsukasa H75.
(Ariyoshi, p. 272)

10 Also compiled by Kintd, the Waka kuhon (also Kuhon waka, the Nine Ranks of waka, after 1009)
selects eighteen sample poems, that are classified into the nine “grades” (shina iifr) of “Superior: upper,

middle, lower” £ ((EHT) | “Modest: upper, middle, lower” 1 (_EHT) , and “Inferior: upper,
middle, lower” T (EHT) . (Ibid., 708.) The nine-tiered classification (kuhon JLi) has its origin in

Buddhism, where the concept was commonly used to describe the different levels of “meritorious
deeds” (kudoku Y1f&) achieved during one’s lifetime, the quality of which ostensibly determined the

course of one’s rebirth in the Pure Land (jodo 1t 12).

11 Compiled by Priest Noin BE[X] (988-?), the Gengenshii (ca. 1046) selects 166 poems composed by 92
poets, who were active during the reigns of Emperors Ichijo —35 K& (r. 986-1011), Sanjo 55K & (r.
1011-16), Golchijo $2—5& K 2 (r. 1016-36) and Gosuzaku $2 A8 K& (r. 1036-45). Its title alludes to

the preface of Tsurayuki’s Shinsen waka (see Note 4), which states that Tsurayuki selected the “best of the
best 360 poems” X ZJINX = H /N1 B from the Kokinshii. The most prominent poet in the Gengenshii

is Fujiwara no Nagato /i) S5 (949?-?), with ten poems selected in the collection. (See note 23.)

Fujiwara no Kiyosuke’s encyclopedic handbook on waka, the Fukurozoshi (see Section 16), recounts that
Noin studied waka with Nagatd, and this kind of mentor-disciple relationship was unprecedented among
courtly poets in the previous centuries: “From the ancient times, one did not study [the composition of]

waka with teachers. However, Noin appointed Nagatd to be his teacher for the first time [in the history of
waka.] I E L DAz L, M UTRERK., B TR 5%2AiE %7, » (Fujioka, p. 117.) The

Gengenshii later became an important source for the compilation of the Kinyoshii <2442 (third revised
version in 1127) and the Shikashi FA{t5E. (Ariyoshi, p. 180.)

12 B —, TR — THEER AR OWEs  REEE, 1995) A, TRIERIREAL
L.

13 Compiled by Priest Kensho BHIA LR (ca. 1130-ca. 1210), the Konsen wakashii (also Konsenshii, ca.

1165-66) contains a total of 216 poems composed by the compiler’s contemporaries, such as Fujiwara no
Shunzei B2 K, Sanuki #l, Kakushd Hosshind 41458 £ (1129-69, fifth son of Emperor Toba &

PIKEL), Priest Toren X553 and Kiyosuke. The text is available in the GR 158. The Waka genzaisho

mokuroku indicates that the Konsenshii existed in three volumes. In the Yakumo misho, it is referred to as
“Priest Kenshd’s Collection in Three Volumes” BANF LAl =254 (volume one, “Bibliography” “#&).

(Sasaki, vol. 3, p, 40; Ariyoshi, p. 239.)

PR —. T —THERMAR Oy (REZEE. 1995) AN, T5EERIREE /) —
[

14 The Shiii genzonshii (ca. 1165-66) by Priest Kensei 7/ does not survive today. Its existence and the

name of the compiler are confirmed through a reference in the Yakumo misho (volume one,
“Bibliography” “#&f). (Sasaki, vol. 3, p. 42; Ariyoshi, p. 439.)
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15 Although written as Kahansho i, Ota points out that it is probably a scribal error of the Kaensho
B8P, The Kaensho does not survive today, but the title appears in the Yakumo mishé (volume 1,
“Bibliography” “#&), and Waka iroha in the section “On Chronology of Anthologies and Collections,
Supplemented with Oral History of Private Collections” HE¥PIRFAFE I FALE LI{EYIGE as “Shune’s
Kaensho R EDHRIEHY . Priest Shune’s 22 (1113- ca. 1191, Minamoto Toshiyori’s son) cloister in
Shirakawa [1)1] in Kyoto was called “Karinén” £f#K%l (Garden of Poetry Forests), and served as a salon
(ba ) for frequent poetry gatherings and contests during the Hogen f&JT (1156-59) through Jisho 75K

(1177-81) eras. From the title, it is assumed that the Kanesho was a collection of poems composed at the
Kaeinén, or by poets associated with Shune’s group. (Ota, p. 92, note 59; Sasaki, vol. 3, p. 42 and p. 115;
Ariyoshi, pp. 312 and 438.)

EFR—. TR — TEERARAR O, (IEFEE. 1995) Bl THdst L 2 o, .
HRSC, TERDSER A S LB G — RSP S, in DRI imSEs  (vol. 6, 1994.5).

16 The Somonshii (before 1166?) does not survive today. According to the Waka genzaisho mokuroku, it
was compiled by Kensho as a collection of “poems composed by monks from ancient times to the
present” 5 fEAE K, with a preface 5 /F. The title also appears in the Yakumo mishé (volume one,

“Bibliography” ). (ZGR 17-1, p, 235; Sasaki, vol. 3, p. 41.; Ariyoshi, p. 439.)

17 SNKBT 28, pp. 3-92.

18 Minamoto no Takaakira Jii5iHH (914-82)the tenth son of Emperor Daigo—became a commoner at the
age of seven. He ascended to the highest non-imperial office of Minister of the Left /2K in 967, but
was demoted to Acting Viceroy of Dazai K5EMERN in 969 (Anna ZZHl1 2). This incident, which is know
as the Anna Disturbance Z 1% was orchestrated by the Minister of the Right, Fujiwara no Morotada
Rl 9 (908-60), who was desperate to prevent the ascension of Prince Tamehira £5°F-# T---the fourth
son of Emperor Murakami, to the Heir Apparent 8, because Tamehira married Takaakira’s daughter. It

is considered that the tragic life of Takaakira have in part inspired Murasaki Shikibu—the author of the
Genji monogatari (Tales of Genji, early eleventh century)—to create the fictive protagonist Genji—an
imperial son who became a commoner with the surname Minamoto. Takaakira is also known as the
author of Saikyitki P8 it (Record of the Minister Nishi-no-miya), a book on the “encyclopedic

knowledge” ik of “historical precedents” #{5%, or the courtly rituals and customs from the past.

19 Fujiwara no Mototsune /5 4% (836-91) is posthumously known as Shosenkd HH'EZY. As the
father of Fujiwara no Onshi &R F5F (889-954), who became a consort of Emperor Daigo and gave birth

to the two emperors, Suzaku and Murakami, Mototsune built the foundation for the ggnerations of
Fujiwara regency politics that culminated in the splendor of Fujiwara no Michinaga B (966-1027)

in the early eleventh century. Ufi is a Chinese variant of the official title of the udaijin 47 K F. (Minster
of the Right). Mototsune became the Minister of the Right in 872, and the Regent (sessho 51X) in 876
upon the accession to the throne (senso EXiF) of the young Emperor Yozei B/l K & (r. 876-84, 868-84).
In 880, he became the Chancellor (dajo daijin ZNIBUKEL) and supported Yozei. In 884, Mototsune
dethroned BE77 Yozei and requested (sdsei 2551 ) the accession of Prince Tokiyasu i 5 £ —Emperor
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Koko YGZF K & (r. 884-87, 830-87, Mototsune’s maternal side’s cousin) to the throne. By doing this,
Mototsune suppressed the influence of the Minister of the Left, Minamoto no Toru Jif#fl (822-95,
Minister of the Kawara Residence {12 fit), the son of Emperor Saga, who expressed interest in the royal

succession. The historical narrative Okagami recounts that Mototsune shunned Toru’s appeal to succeed
the throne on account of Toru’s having once “descended” and became a commoner:

His Excellency Toru—the Minister of the Left—was noble by birth. He had a
serious intention of succeeding the throne, and announced: “Why is it necessary
to discuss? If you [privy gentlemen] are in search of a person with close imperial
lineage, I, Toru, am surely here for you.” Upon hearing this, this Minister
[Mototsune] replied to Toru, saying: “Even if you insist that you have imperial
lineage, have you ever heard of a precedent wherein a person who once received a
surname and served [in the court] as a commoner ascended to the throne?” Toru’s
offer was quite reasonable after all, but because of Mototsune’s decision, Emperor
Komatsu [K6ko] acceded to the throne.

OB L s EREICTROFHL T, MIZODEMBIEAMELSD L T,

Mo sit, B2 EREZZO0RIE, Bs bIER2I1E E TR EA
%, ZOBESIZ, TEEAZNE, HHETH S ATTOBAT, Ll
DELLHRH L) EHOTHAN, IbHrILhnE, ZOBLSD
SIEDITE D T, IMRDTR AL DDA B,

(Matsumura, p. 69.)

This episode also appears in the Kojidan 15 55 (Discussion on Ancient Matter, Minamoto no Akikane
JRBASE ed., 1212-15). In the same year as Kokd’s accession (884), Mototsune inaugurated the custom of
kanpaku B (lit. “interventional address”), mandating all the reports and requests addressed to the

emperor to be consulted with him first. The kanpaku as a recognized office first appears in an imperial
edict (mikotonori i) issued by Emperor Uda F% K & (r. 887-97, 867-931, Kokd’s son) in 887.

20 Onakatomi no Sukechika K H Ll (954-1038) became the Student of Letters (monjo sho SLELA)
in 986, Ise Priest (saishu %%3) and Acting Deputy of the Counsel of Religion (kami zukasa gon okisuki
FCAE K HE) in 1001, and Deputy of the Counsel of Religion f#iffli Xl in 1008. Sukechika composed
waka for the Great Food Offering Ritual (Onie no matsuri K'E4%¥) upon the enthronement of the three
emperors of Sanjd, Golchijo and GoSuzaku. Sukechika’s daughter, Ise no Taifu ftZ5KHii (Ise Deputy[‘s

daughter]) is one of the most celebrated poets of the eleventh century, and twenty-six poems composed by
her appear in the GoShiiishii.

21 Fujiwara no Sanekata {9275 (?2-998) was active as a poet during the reigns of Emperor Enyti [l
KE (r. 969-984, 959-991) and Emperor Kazan {EILIZKE (1. 984-86, 968-1008). He was appointed as
the Governor of Michinoku PE¥ in 995, and died there in 999. A great number of his poems are included

in the imperial collections: the Shiishii (7 poems), the GoShiishii (14), the Shikashii (3), the Senzaishii
(4), and the Shinkokinshii (12). In many of these poems, Sanetaka appears as an exiled poet in the
northern province of Michinoku. The real reason for his dispatch (not necessarily demotion or
banishment) is unknown, but the Kojidan (see note 16) presents one legendary interpretation that during
the reign of Emperor Ichijo —45K & (r. 986-1011, 980-1011), Sanetaka had a quarrel with Fujiwara no
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Yukinari &5 1T% (972-1027, famous as a calligrapher) in the imperial court, violently grabbed

Yukinari’s cap, threw it onto the ground and left; the emperor was overlooking this incident from the
small screened window (kojitomi /]N&E), and immediately announced the promotion of Yukinari to the

Secretary of the Chamberlain & A\ SH, while appointing Sanekata to the Governor of Michinoku B EL5F,
saying “Go and visit those famous poetic places” #kfi & T £ /A #1. (Kawabata and Araki, pp. 160 and
206.) For the Sanekata shii, see SNKBT 28, pp. 185-263.

22 Fujiwara no Michinobu BEJFUETS (972-994).

23 Kiyohara no Fukayabu {5 Ji{ ##84L (date unknown) was active during the reigns of Emperors Uda and
Daigo. He is the grandfather of Kiyohara no Motosuke i Ji{ JGHH (908-90), Sei Shonagon’s father.

Fukayabu’s poems appear in the imperial collections: in the Kokinshii (17 poems), the Gosenshii (5), the
Shuishii (1) and the Shinkokinshii (5).

24 Fujiwara no Nagatd R BE (ca. 949-?) was the younger brother of Michitsuna no haha JE#ffi &}, the

author or the Kagerao nikki (Gossamer Diary). The Fukuro zoshi (see section 16) introduces Nagato as an
eccentric poet, who was “abnormally passionate about the art of waka” &% #1935, and recounts an

anecdote wherein Nagatd became “unable to eat” N EIZL D after one of his poems had been criticized

by Kintd, and eventually died from it. As for Nagatd’s mentorship to Noin, see note 10. (Fujioka, p. 81.)

25 Minamoto no Michinari JEIEF (?-1019) was appointed to the Governor of Chikuzen iHi, and died

there.

26 Yuge no Yoshitoki = Hl 5% 5 (also Oe no Yoshitoki A{L.3# 5, date unknown) became an assistant
Student of Letters ffi 3{ &/ in 992, and the Governor of Tsushima Xf /5 in 1009. As a waka poet, he

formed a coterie with Noin and Michinari.

27 Priest Egyo BB AN (active late-tenth century) formed a literary coterie with Priest Anpo 2575 AR,

the great-grandson of Minamoto no Toru (see note 16), who lived in the Kawara Residence (Kawara-no-
in A JLBE). The villa, famous for its garden decorated with an artificially crafted Bay of Shiogama ¥ 45—

a traditional utakamura (poetic allusion) and a scenic place in Michinoku (see note 18)—was once
occupied by Toru and served as the venue for numerous literary events under his auspices. After Toru’s
death, the residence was offered to the Retired Emperor Uda, and it was converted into a temple after
Uda’s death. Amp0o safeguarded the customary literary events at the temple. It is known that Egyo
participated in a poetry contest at the Kawara Residence JH/Ji{[2ak & in 962. He also composed poems at

Nishi-no-miya Residence P of Minamoto Takaakira (see note 15) shortly after Takaakira’s exile in

Chikuzen in 962. Egyd also dedicated a poem to the retired Emperor Kazan, who took the tonsure in 986,
on his trip to Kumano. (Ariyoshi, p. 64.) These fragmentary records of Egyd’s footsteps suggest that he
was closely associated with individuals whose political careers were eclipsed by the Fujiwara regents.
Eighteen poems composed by Egyd appear in the Shizishii, the most famous of which is the following
poem selected in the Hyakunin isshu F1 \—T14 (One Hundred Poets, One Poem Each):

At the Kawara Residence, when people composed poems on the subject, “the
arrival of the autumn at a dilapidated residence”:

In this residence



493

desolate and

enshrouded with overgrown tangles,
not a single soul is observed,

but the autumn has come.

WEPEIC ThNI 0P EICKEL D L VSLEAN/ N XRERD TSI
PALCS LN EDIVL EIL AZZHZBKIFEITTD
(Shiiishii 140, Autumn, Komachiya p. 42.)

28 Priest Domy®d & iy (974-1020)

29 Miare no Senji (“Kamo messenger,” date unknown) is the daughter of Minamoto no Sukemoto JiAH%

(901-943), and believed to have served as a messenger for Emperor Kazan and Kamo Priestess during the
reigns of Emperors Murakami through Ichijo. Two poems composed by Miare appear in the
Shinkokinshii.

30 R etal, Td L7005, BEHER— LT OBEHIRE, in FEHBERAEGREE D26,
vol. 49 (2006.3): 59-71.

31 Prince Sukehito fi{ 1T (1073-1119) was the third son of Emperor GoSanjo % =55 K&
(r.1068-72, 1034-73), thus called Third Prince (San-no-miya —7). Sukehito and his brother Prince
Sanehito’s Z£{ 811 (1070-1085) mother was Consort Kishi ZLfHI3L ¥, the grand-daughter of Kolchijo-
in Z/N—2&PtE (994-1051), the son of Emperor Sanjo. Emperor Shirakawa 71 K & (r. 1072-86,
1053-1129) was Sukehito’s half-brother, and his mother was Fujiwara no Moshi f#)5/%T-, the daughter
of Fujiwara no Kinnari i 23, who was later adopted by Fujiwara no Yoshinobu )5 8 (5

(995-1065, Michinaga’s third son). Sukehito and Shirakawa’s relationship was not amicable, especially
after Shirakawa appointed his son Prince Munehito (Emperor Toba, 1103-1156) as the Heir Apparent,
ignoring GoSanjo’s will that after Sanehito, who became the Heir Apparent at the age of two in 1073 and
died in 1085, Sukehito would become second to the throne. The Imakagami vividly depicts the
discordant relationship between Sukehito and Shirakwawa (“Genji Haven” Ji G D Z 5> 9 FIf section in

chapter “Princes” # Z 7 5):

[Emperor GoSanjo] also had a third son, whose mother was the same as the Heir
Apparent [Sanehito]. His was called Prince Sukehito, and born in the First Month
of 1069. In the Twelfth Month of 1075, he was appointed to the Prince. This
prince was learned in Chinese Classics, and the way he composed Chinese verses
was reminiscent of the His Highness of Central Affairs (either Prince Kaneakira
BBl £ —Emperor Murakami’s brother, or Prince Tomohira EL. -] F—

Murakami’s son) in the past. Prince Sukehito was also excelled in the
composition of waka. It was very moving when he saw cherry blossoms at the
Ensht Temple [established by Emperor GoSanjo in 1070] and composed:

Cherry blossoms

that have spent many years

in this residence where my father no longer resides but
the trees he had planted remain,

may have the same feeling as me.
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(Kinyodsht, “Miscellaneous I’ 518)

In the poetry collection that the Director of Carpentry [Minamoto no Toshiyori]
compiled and submitted, poems like this appear under the name, Prince Sukehito.
[Upon seeing a draft of the collection,] the Retired Emperor Shirakawa said:
“Why did you write [Sukehito’s name] in this manner, knowing that [ would see
this?” Thereafter, Toshiyori changed [the poet’s name] to Third Prince. The
relationship [between Shirakawa and Sukehito] was not amicable. Indeed it was
because Sukehito was the younger brother of Shirakawa.

As for Chinese verses, Prince Sukehito left innumerable number of fine
compositions. Among them, one verse went like this: “[Privately, entertain
oneself with zither and wine;] Publicly, be benevolent to the people without joy or
distress.” A dignitary who was called the Middle Chief Priest at the Ninna
Temple [Kakugyd Hosshinnd %A T¥EBLE (1075-1105, third son of Emperor

',’

Shirakawa)] commented, “[Prince Sukehito indeed spent his life] in distress
However, since not all the emperor’s sons ascend to the throne, those who are
discerning shall not necessarily consider [a situation like this] despairing.
Indeed, this was the Prince of the Ninna Temple’s [Kakugyd’s] casual comment.
Certainly, Prince Sukehito would have desired nothing particular.

WeEEzkUikolc, FEMlF2IELE, TUAOBEEHRL &, AT
FIEHICO I~ D, RRTHEFHIC, BEDEED?S S DfF, 20
HFIIZZIELT, FFRE2DIHE, BOFO0IDEZEDL) IS
23L&, BEABRELT D Z, FIEFOERIG T,

V2R ELELREIDEICE LALZIEBERIOLL ZZ T
EXAMEZDZZ, VEDHIFNUZE ALY, R)DMEEED, &<
DPHDE6 XTI TEONLLIL, TIHOEDHEITFENLED ITHUL,
FNIBEE, To»ic 2 > ICaDRE, 2172 E%32,) tsiEdoniin
B, ZHEEDRETEONS, o, X<bzELESI D LA
EH, BRIz L) LRUEREXRL, fallE, 2T LoTHTRLE,
e, TEXAZUbBHRL, *NnbiL, HHEDZ>5%) 292K
D2 %, PHELHRTZIZE LDBDIGFIT 21X, THNANTZdHiy
EDFIFRHINE, K 6hiErEoT LY, HOHIZNnE, O
fafEk o, BOLIVBNBAIZ, RITFELEIEFTRDST, 1O Al
HMDEOMINZ ZZ H, MFELEZHOZEARD H S L7,

(Sakakibara et al., pp. 234-5.)

CF. 5 AEPHH %8 Privately, entertain oneself with zither and wine
T e L1 Publicly, be benevolent to people without joy or sorrow

CHTEERIRKEE T)

32 Minamoto no Yukimune J17% (1064-1143) is the son of Minamoto no Motohira Ji3%F~, the son of
Kolchijo-in ZN—2&F%. Yukimune is the brother of Priest Gydson fT2L (1055-1035), and Kishi F&—

Emperor GoSanjd’s consort and the mother of Prince Sukehito (see note 27).
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33 Minamoto no Nakamasa JififlIE.  (active late twelfth century). Nakamasa’s poetry collection under
the title Hooku shii 2% does not exist today, but copies of the posthumously compiled Minamoyo no
nakamasa shi I IE5E (Collected Poems of Minamoto no Nakamasa) are owned by the National Diet
Library and the Shokokan Library 825 fifi. (Ariyoshi, pp. 496-7.)

34 It is not clear why an incomplete set of the Tales of Ise, a mid-tenth-century “poem-tale” (utagatari) is
included here among collections of individual poets’ works from the twelfth century. Another copy of the
Tales of Ise appears in the section 16, “Miscellaneous,” among other prose narratives.

35 Fujiwara no Suketaka (active late twelfth century), who was also versed in Chinese literature,
participated in the following events: Upper officer of the Empress Mother’s Household Kiyosuke’s poetry
contest 7 TOAE K BKIG & AETH A (1160), poetry contest at Shuné’s Karinén 122 B KSR

%, Empress Mother’s Household Deputy Tsunemori’s poetry contest A K5 &= SEit ik &,
Empress’s Household Deputy Shigeie’s poetry contest 1= 5B HZKHK £+, Master of the Imperial Police
Yorisuke’s poetry contest i FFE {551 24 FHIH AR &, Intendant of the Left Gate Watch Sanekuni’s poetry
contest /- FZ[E K £, Poetry Contest at the Hirota Shrine i FHEERER & (1172), Former Deputy of
the Left Gate Watch Tsunemasa’s poetry contest Hil /e S & {2#% 1L, Poetry Contest at the
Wakéikazuchi Shrine jll & #LAK 5 (1178), and Minister of the Right Kanezane’s poetry contest 47 K L3
FHk A, Suketaka’s poetry collection that comprised of one-hundred poems (spring 20, summer 8,
autumn 26, winter 6, love 20, miscellaneous 20) is called Zenrin oyéshii fHMJEZELE (Collection of a

Buddhist Monk’s Congested Poems). Two poems by Suketaka appears in the Senzaishii. (Ariyoshi, p.
364.)

36 ARARFR, THEMME—DIZE LAy (ERFER. 2007) .

37 The Priest Toren (?-1182?), a member of Shune’s poetry coterie Karinén, participated poetry events
such as Empress Mother’s Household Deputy Tsunemori’s poetry contest, Poetry Contest at the Hirota
Shrine (1172) and Poetry Contest at the Wakéikazuchi Shrine (1178). The extant copies of Toren’s poetry
collection is simply known as Toren hoshi shii 5 5Hi5RlIZE. Referring to the present catalogue, Ariyoshi

notes that Toren’s poetry collection by the title Keisetsu shii %254 does not survive today. Toren’s

poems appear in the Shikashii (1 poem) and the Senzaishii (4 poems). (Ibid., p, 479.)
38 According to Ota, this note was added by Tsunanori. (Ota, p. 92, note 55.)

PEIRGHRA.,  THEWHR— R AT Z O o Ty in TRICCEERZES  (vol. 28, 1972.6).
PERTIAR T, TPLBIeEOgEs (1997) Bt TRISERIERE & WA TORISR R i
DA, .

39 Horikawa, also known as Taiken-mon-in Horikawa ¢ Bf['IBe 7] is the daughter of Minamoto no
Akinaka JE{H (1064-1138), the Chief Officer of the Counsel of Religion #i#%{I1. Horikawa first
served Princess Reishi 4711 T, the former Kamo Priestess 77 P, under the name Rokujo 7S5%. She
then served Shoshi ¥~ (1101-45, Emperor Toba’s consort and the mother of Emperor Sutoku, also

known as Her Cloistered Taiken-mon {3t [*]P¢) under the name Horikawa. Horikawa gained her fame
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as a poet during her lifetime, and six poems by her were selected in the Kinyoshii. Her poems also appear
in the Shikashii (2 poems), the Senzaishii (15 poems) and the Shinkokinshii (2 poems). Generous
treatment of Horikawa’s poems in the Senzaishii is particularly of interest because it resonates with the
highly positive assessment of her poetic skill in the Imakagami. In the “Plants of Musashi” & L D >

& section of the “Murakami Genji” ¥ 5 2> DK chapter, wherein the various achievements of the

sons and daughters of Minamoto Akinaka—the descendant of Emperor Murakami (thus Murakami Genji)
are described, the narrator refers to Horikawa’s poems that was selected in the Kinyoshii, and comments
upon it:

As to [Akinaka’s] daughters, they were called Hotikawa the Intendant of the
Right Gate Watch and the like, and from what I heard, they were all poets. The
elder daughter had originally been called Rokujo of the former Kamo Priestess.
In the Kinyoshii, she composed the following poem [under that name]:

Accustomed to the glassy surface
embedded with abundant dew,

a cricket

cries underneath

my arm that [ use as a pillow.

The name Horikawa must have been given to her later. Indeed, it is quite unlikely
that a female poet of this level would appear in the world again.

BRI, 202030, AEEEREZIANFT, AR TIAIITE
BT EEIANBL, HDRDOEAIZ, bLZ, SZTDIVHALDNEEHIT
B2, kI Lwic,

O LITEDRIZZSVDTEND ANTORLELSDLICRLED

EXARIFALRDZBLERL, ZDDIFEIE, DBICHITSZ R, %
I RDBLEILAIE, KICWTEHIZLHEN7Z B XL, (Sakakibara et
al., p. 225.)

40 Hyde, also known as Taiken-mon-in Hyde f-F B[P Soff, is the younger sister of Horikawa. (See
note 34.) After the death of Taiken-mon-in in 1145, Hyde served Princess Toshi %t ¥ N# T (also known
as Josai-mon-in S PE["P), the daughter of Taiken-mon-in. One poem by Hyde was selected in the

Kinyoshu, while two appear in the Shinkokinshii. Along with Horikawa, Hyde is known as one of the
fourteen poets (and one of the four women poets) of the One Hundred Poetry Sequence of the Kyiian Era

AZHAHE (1150).
41 RARFIIIPIIZE 2 ed., RARRIIDHEL & 2. Tokyo: Kazama shobo, 2008. (7N A iR C)

42 Literally meaning the 1) bone marrow ‘&#f and brain /i, 2) myelencephalon Jixififi and cerebrospinal
fluid X%, the generic term zuiné in the traditional waka discourse refers to poetic treatises WK -2 * K

fi e that provide the principles of composition. In the present catalogue, the category zuind
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encompasses a variety of essential texts for poets, such as “laws” T\, “catalogues of poetic diction” HKFL,

“critiques” ¥, “polemics” M5, “commentaries” 13 * % and “monographs” ¥ (kanmon).

W/

43 It is highly probable that the Waka zuiné refers to the Shinsen waka zuino HTEEHTHKBENN (Newly

Selected Essence of Waka, Kagaku taikei 1), or a lost text that was structurally similar to it. The Kagaku
taikei text of the Shinsen waka zuiné, based on two extant manuscripts under that title owned by the
Imperial Library = W7 Z B contains the following colophon:

[The manuscript says that | although the text gives an impression that it is disarrayed, in order to keep it
as a record, I have transcribed it as it appears.
Commissioner of the Empress’s Household Toshi[yori]

I copied and transcribed this using the treasured text transmitted [in the family.] Finished the work in the
early autumn of 1284.
Lord Fujiwara

AR R IR FE AR Ry i S W T IE
BREERE B —EE
DAHERAR TR 2,
LAY RERAE (B (NKT, vol.1, p. 63.)

In his “Kaidai” (introduction) in the NKT 1, Kyiisojin Hitaku argues that this inscription indicates that
Fujiwara no Tameie Z52% (1198-1275) transcribed a copy of the Shinsen waka zuino, that had been

scribed by his grandfather, Shunzei (also read as Toshinari). But this interpretation cannot stand
judiciously because Tameie died in 1275. Thus, the second part of the inscription shall be attributed to
Tameie’s son, Tameuji 44 L% (1222-86). In either case, Kyiisojin’s paleographic examination reveals that

the colophon, thus attributed to Shunzei and Tameuji, appears even today in both extant copies. In order
to validate the authenticity of this inscription, Kyifisojin points out that although it only contains the first
half of the colophon--the part attributed to Shunzei—one of the two extant copies is written in the
calligraphic style of Shunzei. Kyiisojin does not discuss whether this calligraphic style applies to the
colophon only or to the entire manuscript, but he argues that the fact that one of the two extant copies of
the Shinsen waka zuino has a colophon written in Shunzei’s calligraphic style is sufficient to confirm that
there once existed Shunzei’z own manuscript of Shinsei zuiné. [...] & IR DY £ TEEICEE

LTRED, ZRUTX>TRIRADE L 72 2 L IZHHIETH 5, (NKT 1, p. 28.) Kyiisojin goes so far

as to assume that “[i]f Shunzei himself made a copy of [the Shinsen waka zuino), it is equally probable
that it is a poetry treatise from the Heian period. [ L CHRKAS TR >3CGEATEATEEW, LFLLTh

AU L, PRIGROWEFTH 5 2 L HIMEFETH S 9, (Ibid.) The Shinsen waka zuiné consists

of five sections, each succinctly providing the following five rudiments of waka composition: 1) Six
Principles 7N#%; 2) Four Transgressions P4%i; 3) Eight Modes of Composition /\/if1; 4) Six Principal

Forms /N#{4; and Eight Transgressions /\Jii. The Six Principles, or the six “compositional styles” 9
7D & ¥ of i\, WA, Hi. B Jff and A were well known among poets because they are discussed in

the Japanese and Chinese prefaces to the Kokinshii. The Four Transgressions, each named
euphemistically as kishi no ue ki F##3f (Tree on the Rock), kaze no tomoshibi JEJ& (Torch under the

Wind). nami no fune JRfiff (Boat on the Wave) and chiru hana 71t (Falling Blossoms) regulate

erroneous application of homophones in different measures (ku 11J) of a poem. For example, the “Tree on
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the Rock” prohibits the appearance of homophones in the first syllable of the first and the second
measures respectively, as in “teruhi sae/ terasu tsuki sae T % H & ~/T 59 H I\, These are discussed

more elaborately with examples in the Waka sakushiki 3 {FZ\ (Compositional Laws for Waka, in NKT
1). The Waka sakushiki, written in Sino-Japanese, is attributed to Priest Kisen 4% (active ca. 810-824)
and customarily known as the Kisen shiki Z{#3\ (Kisen’s Laws). Kenshd mentions in his Kokinshii chii

(Commentary to the Kokinshii) that the “Four Transgressions were expounded by Kisen during the time of
Emperor Uda” VW MR, =832, (NKT bekkan 4, p. 217.) The Eight Modes of

Composition concern different functions of waka, classified into the following eight categories: “on
objects” (in one theory, topic composition) ¥ =%} Z )L 8(Fi/#) ; “alluding to objects” (in one theory,

sending gifts) ¥ =77V (BHE) ; “expressing feelings” J& 7 ¥V ; “bearing a grudge against
people” (in one theory, reproaching people) A 7 )L (BEIR) ; “loathing to depart” B L 7 [ A ;
“regretting faults” % 7 fii )L, “extraordinary poems” (in one [theory], poems in which themes are
prioritized [over rules]) # / #k (K 7 Z4#) ; and “reply poems” IZX D K. Although the Waka zuino

only lists these epithetic titles of the eight compositional modes, as in the case of the Four Transgressions,
the more detailed explanation with examples appears in the Kisen shiki. As to the note attached to four
compositional modes in brackets, begining with the phrase “[according to] another opinion” B, they

seem to recapitulate the more literal reading of the description in the Kisen shiki, discussed in the section
of “Eight Levels” /\F# of the composition. The Six Principal Forms include the following six forms of

waka: 1) choka =K (long poem) consisting of the thirty-one syllable of 5/7/5/7/7; 2) tanka %3#K (short
poem), with the unrestricted alternation of the syllabic pattern of 5/7/5/7; 3) sedoka fie $H#X (head-turning
poem) which “adds one more measure (in either five or seven syllables)” to the choka; 4) konponka JEA
K (irregular poems) which “subtracts one measure (in either five or seven syllables)” from the choka; 5)
oriku-uta HTHJHR (acronymic poems, lit. “poems with unfolding measures™), in which a word made of

five syllables is parsed, and each of the five syllables are separately placed at the beginins of each of the
five measures; 6) kutsu-kaburi 257 (Shoes and Crowns) in which a phrase or sentence of ten syllables is

parsed, and each of the ten syllables are separately placed at the beginning and the end of each of the five
measures. It should be noted that the Shinsen waka zuino refers to the thirty-one syllable poem, normally
called fanka for its relative shortness, as choka; and much longer choka as tanka. This reversal shall not
be overlooked or simply dismissed as a scribal or typographical error, because the confusion over the
presumably “correct” identification of these two major forms of Japanese poetry was actually one of the
most memorable conundrums that affected all the leading poet-scholors of the twelfth century, while
inciting a variety of highly original interpretations that crystalize differences in their understanding of
waka. For example, in his Toshiyori zuino, Minamoto Toshiyori refers to the thirty-one syllable poem as
hanka XK (envoy), whereas introducing the longer poem as tanka ¥5#K. (Hashimoto, pp., 17, 22).

Finally, the Shinsen waka zuino discusses the Eight Transgressions, each of which is epideictically called
the “Confluence of Ideas” [F.[», “Dishevelled Thoughts” L&, “Butterflies on a Balustrade” fi#il§, “Bean

Goose on the Shore” #75, “Orange Blossom” 161, “Aged Maple” ZHll, “Unrestrained [Evil Thoughts]
in Mind” Hfifl and “Remorse in Retrospect” #41ff. The set of these eight compositional taboos can also

be found in the Waka shiki (Laws of Waka, in NKT, vol. 1), customarily known as the Hikohime shiki
(Princess Hiko’s Laws). As in the case of the Four Transgressions and the Eight Modes, seemingly the
more archaic (written in Sino-Japanese) and detailed accounts of which appeared in the Kisen shiki, the
more specific yet somewhat enigmatic explanation of the Eight Transgressions can be found, also in Sino-
Japanese, in the Hikohime shiki. What can be gleaned from these details is that the Shinzen waka zuiné is
a “new” compendium that concisely extracts and summarizes some of the major issues discussed in the
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older sources such as the prefaces to the Kokinshii, the Kisen shiki and the Hikohime shiki. Quoting a
comment by Fujiwara no Norinaga #(}% on the importance of the Seven Transgressions L}, that appear

in the Kakyé hyoshiki #REEEEZ (Standerized Laws of the Letters of Waka, 772)-the oldest extant waka
treatise by Fujiwara no Hamanari J&&)5 56K (724-90), Kenshd mentions in his Kokinshii chii

(Commentary to the Kokinshii) that the Four Transgressions were expounded by Kisen during the period
of Emperor Uda, whereas the Eight Transgressions were later written as Hikohime’s criticism on Kisen’s.
PO MEAHEIS, =R L, SRR = SRR =R,  (NKT bekkan 4, pp., 217-8.) According

to Ariyoshi, however, the majority of the Japanese scholars in the 1970-80s held the view that the
attribution of the Kisen shiki to Kisen was legendary, and the the text was compiled during the mid-Heian
period. As to the Hikohime shiki, the name Hikohime alludes to the female poet Ono no Komachi /N /[N

H] (date unknown), but this attribution is also implausible, since the Hikohime shiki is considered to have

been compiled at the age of the Gosenshii. (WBJ, pp. 136 and 536.) A close examination of the Shinsen
waka zuiné and the relevant passages in the Kisen shiki and the Hikohime shiki only attests to what
Shunzei called the “disarrayed” state of the Shinsen waka zuind. For instance, as to the Six Principles and
the Eights Modes of Composition, it only lists the subcategories within the subject, as if to suggest that
these ideas were so fundamental that they required no explanation. The description of the Four
Transgressions is equally simplified because the Shinzen waka zuino does not offer any examples that
appear in the Kisen shiki. As to the Eight Transgressions, it even gives an impression that the Shinsen
waka zuiné either omits or completely rewrites obscure passages that are included in the Hikohime shiki.
After all, the only satisfactory explanation provided in Shinzen waka zuiné is on the Six Principal Forms.
Regarding this issue, both the Kisen shiki and the Hikohime shiki contain only fragmentary description.
The former lists only choka—the “long” poem with the alternate of 575-575-77 measures and the
konponka, whereas the latter mentions only choka--here rendered as the “long” poem of 57-57-577.
Since it is unknown whether these two texts had originally discussed other forms, it cannot be determined
how much of the description on the Six Principal Forms, the Shinzen waka zuino alludes to other texts.
For all reasons, the Shinsen waka zuino appears to be a rather provisional work, that was compiled to
serve as a quick reference for the poet who was most likely already familiar with the canonical “Four
Major Laws” PUSF of the Kakyo hydshiki, the Kisen sakushiki, the Hikohime shiki and the Iwami
Joshiki £1 5,223 (Iwami Lady’s Laws), as they appear in the Yakumo mishé. (Volume 1, in

9 A%

“Bibliography” “#&, NKT 3., p. 41.) As for the Iwami joshiki, extant manuscripts titled as such all

contain overtly allegorical theories of waka, and they are considered to have been written in the late
Kamakura or even in the Muromachi period. (The text of the Iwami joshiki is available in NKT 1.)

44 The Noin utamakura is a list of poetic diction. Two variant versions of the “abridged edition” lAx
(based on the manuscript owned by the Imperial Library &= NJ/T55E{) and the “extended edition” JAAS

(based on a woodblock print of 1676) are available in NKT 1. In the abridged edition, which is
apparently older than the woodblock version, the Noin utamakura consists of 91 word entries, each
accompanied by a short gloss. The majority of the words (71 examples) are common nouns in the
vernacular, followed by its rendition in poetic language. For example, “mountain” [LI is followed by an

explanatory note, “use the phrase‘ashibiki’ (leg-dragging) & L O & & \» .5, also use the phrase
‘shinateruya’ L 72 C % %> & 1 .5s; the expression originates in the Prince Susa-no-o’s saying that
‘ashihiki (a leg-dragger) will not enter into the mountain. Z I DZDAZ ED, H LUV E TP E
WH L EWDOTSEZIZTOTWOZT, Although its actual date of the composition and original form

are unknown, the Noin utamakura was known as such at least in the late twelfth century. In the Waka
genzaisho mokuroku, the Noin utamakura is mentioned among other texts in the “Department of Poetry
Treatises” #XZK. In the Yakumo mishé, it appears as one of the “Major Five Poetry Treatises” T1.5¢H#
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Ji% along with Kintd’s #THE#iX (Newly Revised Essence of Poetry), Toshiyori’s Mumyaosho &40

(Commentary Without Name, ca. 1111-15, also known as Toshiyori zuino, see Section 15), Fujiwara no
Nakazane’s A5 (1057-1118) Kigosho faiatity (Commentary on Embellished Words, ca. 1099-1118,

in NKT bekkan 1), and Kiyosuke’s Ogisho (see Section 15). Kenshd also makes frequent references to
the Noin utamakura in his philological magnum opus, Shiichii sho fill-F# (Sleeve Commentary, ca.

1185-90). The biggest difference between the “abridged” and the “extended” editions of the Noin
utamakura is that the latter includes a comprehensive list of place names under the heading, “Names of
Various Places in Various Provinces” [E| % DT 4 D 4. It features some 676 natural and manmade

landmarks (such as mountains [lI, peaks %H, valleys %%, forests #%, fields %7, villages B, rivers
JII, waterfalls i, lakes i, bays i, harbors 7, capes IFf, islands W, springs F¥, bridges
1, barriers B, shrines fl: and the like) in sixty-one provinces, that are ubiquitous all over the Japanese
archipelago from the southern Satsuma [ Province up the the northern Michinoku P£5. Regarding

the treatment of place-names in the Noin utamakura, Sasaki Nobutsuna makes an important observation
in his “kaidai” to the NKT 1, that in his commentaries to the Kokinshii and the Shiiisho, Kensho refers to a
collection of place-names that is attributed to Noin, under the title Shokoku utamakura F&EERIL (Place

Names in Various Provinces) or the Kongengi i 70f# (Manifestation of the Earthly Virtue):

AL/ F S aRAbrma b, BED=FZ, [ BRAHITHE=
NG BN, 2 KIA R 7Y bk Y, (B5E) TEERA
Mot = N, FEE 7 EALVIF ),

As to the expression “Sue no Matsuyama,” the Ogisho has an explanation. [...]
According to Noin’s Kongengi, the pine trees [in Matsuyama] are located in the
following three areas of the mountain foot, the mid-slope of the mountain and the
mountain top. Note: Noin’s Kongengi is a book which records place-names in
various provinces. (Kensho, “Kokinshii chti” in NKT bekkan 4, p, 215.
References to the Kongengi also appear in ibid., pp. 217 and 349.)

AX ) 2 ININERE =7 Y FEET ALV BEREITE = R b
AU A, (BEE)  TRERDTEEE =87 Y . AHOnE,

It is written that “Iki no Matsubara” is located in the Higo Province. However, in
Noin’s Kongengi, it says it is in the Chikugo Province. How can I explain this?
Note: Noin compiled “Place-names in Various Provinces” in three volumes. The
book is called the Kongenki. (Kensho, “Shuisho chu,” ibid., p. 394.)

If there existed a version of Noin’s poetic catalogue which exclusively dealt with place-names during the
lifetime of Kensho (ca. 1130-ca. 1209), as Sasaki argues, it is reasonable to speculate that the Noin
utamakura as circulated in the late-twelfth century did not include the extensive “Names of Various
Places in Various Provinces” section. In either case, it is important to know that in the twelfth century, the
word utamakura meant both 1) names of famous landmarks, and ethos that is associated with them
through literary precedents; 2) poetic diction in general, the knowledge of which was indispensable for
both reading and writing waka.

L, « TRERE L DIEARIZ DT in FIHCCEAISE, vol. 53 (1986.10).
----- ¢ TREIRIER M AR & BIAEAR” in [EISCAIFZE, vol. 92 (1987.6).
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45 The Shizi-kokin 5384 (Gleanings of Poems from the Ancient Times to the Present, 20 volumes
1) is a lost text. According to the Waka genzaisho mokuroku, it was compiled by the Right City
Commissioner Fujiwara no Norinaga £5 5{KKZIZ (1109-?), in order to be contrasted with the Shikashii
(1151) FAl{eEEse 2 iR 2, that was compiled by Fujiwara no Akisuke (the Left City Commissioner)

under the auspices of the Retired Emperor Sutoku. The Shizi-kokin had a preface written by Fujiwara no
Naganori )57 #i (1102-1180), the Doctor of Letters 3 Fif#1:. (GR 17-1, p. 235.) Similar

descriptions of the Shiti-kokinshii appear in the Fukuro zoshi (“After the Shikashii, the Shiti-kokin
appeared. Novice Norinaga compiled this by way of excluding poems from the Shikashii. FA{E5E D%

GEESHE T, BEABINZEL, HU L »0EDH%E R ”, Fujioka, p. 67.), in the Waka
iroha (“Consultant Norinaga’s Shiti-kokin wakashé 205 D SEM O 5IE 5 HIHED,” Sasaki, p. 115), and
in the Yakumo mishii (volume 1, “Bibliography” “#&). According to Kiyosuke—the author of the Fukuro

zoshi and the son of Akisuke, it was commonplace for privately commissioned poetry collections to
appear shortly after the completion of imperial anthologies. f85E D%, FLOHRT 25, Wifil%k

D, (Fujioka, p. 67.) It needs to be noted, however, that what the present catalogue contains is the
“discussion” [t]% on the Shiii-kokin. From the interlinear gloss, it can surmised that the Retired Emperor

Sutoku criticized Norinaga’s Shizi-kokin, that was originally written as an alternative to the Shikashii, the
sixth imperial anthology commissioned by Sutoku. Norinaga was Sutoku’s close aide, and when the
retired emperor was exiled to Sanuki in the aftermath of the Hogen War £RIC DL (1156), Norinaga

supported Sutoku and was also exiled to Hitachi Province. Norinaga returned to the capital in 1162 and
continued activity as a waka poet.

46 VML, “BEBP) &L Ik ESY (1) 7 in BE L%, vol. 15 (1997.3).

----- CMRE SIS in BEDCAIFZEERMEIEIIEL, vol. 25 (1999.3): 53-81.

47 Kiyosuke’s commentary to the Kokinshii, Chii-kokin is a lost text. Ariyoshi refers to the present
catalogue as the sole textual evidence that Kiyosuke—a famed transmitter of the Kokinshii manuscripts—
wrote a commentary to the Kokinshi. (Ariyoshi, p. 150.)

B, “BHEEZ ) D FkEE % © o T in AICCEATE, vol. 72 (1996.6).

48 AR T, TP MZEs (1997) BT, TANERBEOIK L ishli,  TEio M
R .

49 VEN AT, TRt %is (1997) FrIX. TR SCE — g EE T AN %
HDzy .

50 Noting that the first character appears as “—=7Kfi (7 )” plus “fi]” in the manuscript, Ota amends it to
“JA]” in his print transcription. (Ota, p. 92, note 62.)

51 Ota transcribes the fourth character of the title as “;Z,” while suggesting a possibility that it may be a
scribal error of “4 . Since “Z” in this context makes little sense, I follow Ota’s suggestion and translate
the title of the book as “various” £ 4 styles of waka. (Ota, p. 92, note 63.)
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52 AR, TEVEMISEELOBOR & MERERL in THEISCEEEREL (vol.9, 2007.3).

53 In note 66, Ota points out that in referring to Sei Shonagon’s famous collection of essays, the
unconventional use of the Chinese character j& in lieu of the more standard ¥ appears in Kenshd’s

Kokinshii jo chii 5% F#1F (Commentary to the Kokinshii Prefaces, 1183). (Ota, p. 94.) In his

interpretation of the preface author’s (Ki Tsurayuki) panegyrical concluding remark, which begins with
the word “makura kotoba” Y L'~ 7 7 3 PN H I/ NF R R F 7T, AP FXF /) SR/

3/ FHF¥F A aF LN, prior to his own discussion, Kensho cites Fujiwara no Norinaga’s i/ 2
1% (1109-?) commentary to the passage: “According to Lord Norinaga’s commentary, “makura kotoba”

here means “conventional words.” [In order to familiarize oneself with such expressions,] one should
familiarize oneself with such [reference] as the Pillow Book. BEWNFE . K~ 7 Z5 kN, & th,

MOERET RN, W FF 7 2P, (NKT bekkan 4, p, 163. Also in GR 286.) The term “makura

kotoba” in this context simply indicates Tsurayuki reference to his own “preface” in rhetorically self-
deprecating manner. Kensho’s own interpretation, on the other hand, is extremely “literal” and rather far-
fetched. Closely comparing the Japanese passage to its Sino-Japanese version, he argues that “makura” is
a form of humble first-person pronoun AL [the equivalent of Jff = « J&?], the equivalent of the Sino-

Japanese 5%, It is known that Norinaga’s commentary to the Kokinshii %51 is a lecture note [HZ
based on Norinaga’s lecture 7§35 to His Highness of Dharma Shukaku, which took place from the 12th to

the 23th day in the Ninth Month of 1177. It is considered to be the “oldest extant commentary to the
Kokinshii,* and the text is available in print in Kokin wakashii (NKBZ 1927), and in photostatic
reproduction by Kichd tosho eiinbon kankokai, 1931. (Ariyoshi, p. 207) Kenshd’s Kokinshii jo chii was
originally part of his Kokinshii chii T4 513 (Commentary to the Kokinshii, 1185), and also dedicated to

His Highness of Dharma Shukaku. (ibid.)

54 The Uji dainagon monogatari does not survive today. Grand Counselor Uji is the nickname of
Minamoto no Takakuni J5%[E (1004-1077), whose poem appears in the GoShitishii (556).

s, FHHRRWEVERE L WSMH D, RIS ZFEE & WS AR D PIEBEDH%, RER
MEDE OB, FpHI )T, HOI2bLUT, WEFEHT, HAXL/AHZET
1. PERE IR OB OIS ZIC, BERE LRI, 2bhhonFh, 3T, FEAWNS
EIFEZZTD, bESDZRODITTC, 22 LITRZEICT, BLAZVAICLET, T
HABIFRD T, K2 limxd T, S0 LRELT, wEEDH, LPhT20IEd, LU0HD
O, BEVEEZ I T, HIFWITZOEALT, 27221 L7220 T, BIFE 23RN
Ih, REDFELHDH, KEOFLHD, HRICHLHD, ZNIHbic, 7)) LEFHLH
Do BPLEHLDHD, BZALEHLDHD, HlInkr2H LD, EBEHLHD, 24
FZOWEEL DY, AR 25 DD, SEF/\NMK/ \NAED, HOA, ZhzF)ILCAars, |
Pk ze n . ZOIEARIZ, 272E DT FERELE VO LADD LIZZH D IT 5, wrltk DI
F 2120, I, IVLLEANL, DEALLZHOE, YRE. BlZ{ k), KNS L HED
H, BEALLERLH BICTE, ... (Miki et al., pp. 5-6.)

INERIH, THEVEEEOTE &gy (GERIEBE. 1985).
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----- . TERREYIEEO R MY (EEEE, 1999).
55 % ) %2, Karamonogatari zenchii, p. 63.

56 The Kara monogatari (ca. 1165, ed. Fujiwara no Shigenori Jii/i7 il #f, 1135-88]). Shigenori’s poems
appear in the Senzaishii (591, 761, 899).
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Appendix 2

References to “Koseki kasho mokuroku w7 Bk E H #%”
(“An Old Manuscript Catalog of Books on Waka”) in Japanese Scholarship

1) Matsumura, Hiroji, ed. Okagami K#% (1960):

[On the title of the Imakagami]
BEDZ EIFRBEONFICHDRZTED, HLEETE LA LFOHFHOL I 1T, HAZHS 2

CELHETOEE VI ERT, (EEL N2 ANTHERTRB EZATHE 16, BEDIC
(s s BDLE) EMATOZHEELMETEZ L, 48k, KRERICE ) EHFICHLT, #il
WHLE W) BIRTMAHINDTH A )0 (LRt IEE AT R S E H it
TR LHD) L Fh THEREPOTEL) LA BEoTwEDI, TTICREEE V)
HFEDID - T, ZHUINT 2L Hoiis,  (Kaisetsu, pp. 5-6.)

2) Ariyoshi, Tamotsu, ed. Waka bungaku jiten FIHR S FRFIL (1982):

On TEH4% 1 under “Kiyosuke,” p. 150.
On T%E3E%) under “Nakamasa,” p. 496.
On T#ZEEE) under “Toren,” p. 479.

3) Takehana, Isao, ed. Imakagami %4 i (Kodansha Gakujutsu Bunko, 1984):

[On the author of the Imakagami] B B
CORHE RIS Ko TRAEEEy Frillo THEREESR <0 DS b B

B &H 25 2 EDHN SN, BIEIUIWN 2B EGEEZ 2T, bo L bH NIk o7,
(Kaisetsu, p. 622.)

4) Yamazaki, Makoto. “Hisetsu no kyden--Shinzoku kodanki, shinzoku chakugonki” Mt DL — —H
NFRFL « B4 5. Nihon bungaku HASSCF 37 (1988): 1-11:

[Shukaku Hosshinnd as the “unifier of various disciplines” 7“7 DM A ]
MEEEEEGE) [l A DHEERE R 12, B2 REHESTEEREOMPT TR
i) OEGEHRTH 5, .. AHBRIZHEHKTDH > T, HEHFTOREDOBHZIZA 5 b
DT\, EMSORIE, AL, FEREFICOWTHFEUCHEDH 272D TH 5
I D, ZDIBFERED» TV, (p.1)

MR H 8L SFREBE O M PUEPTROR O —iic, B IE L WilEPER I T
T2 AT HHDED, ZF IIFHICHGEICN T 280 & 1X0 D IFEVLRER WL, 1§
AN 2B ED T IV SNTHESBDTH S, HAEICLTFROEZDREILH
DHEDY, FEEOBEMIR L L COmSIE Z O HEHMTHBICZINEI NTW 3, (p.2)
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5) Ishikawa, Toru, ed. Okagami K#i (Shinchd Koten Shusei, 1989):

[On early manuscripts of the Okagami]

RESRE SRR E AT HRIRC S TSRIERE) Ko o nTw3 TEERERR,  (SFRE

BlEELBAEHRE ) 12 TREAE X LdhsrHTHS, ... ZHUTk3

& TRy X, 40 TT&) OBTARMBMES NI D, 20K, Ml o142

Moy, FEHMoBEYNROEFLDIIINTVREI LS, THEl, LI3HEDOARL

THEOARDETH S, TN, WK E EFHNBICEIHI N, oI A3 NT, NER
WTE, ZLT, &6, kv TEMoEMAMEVEINTEAR TRE) ¥ TE

oo &, ZDEIBEREZLTWVWE X9 THB, (Kaisetsu, p. 362.)

6) Taniyama, Shigeru, intro. Korai fiiteisho (Reike Shizuretei Sosho 1, 1992):

[On the Korai futeisho]
b LI, PR o Ba R I o IS o E Hik, b Lo Lo TRk

HEDELBHEMIOEEHRTH -7 & SN THEREHS @ TH Al
DARRBIC,  TESREED TG R GERE TG & o TESRESED, ofEE
DRI LTV 5 T & DSBIR S 22\, (Kaidai, pp. 10-11.)

7) Hibino, Hironobu. “Ogishd jo to waka genzaisho mokuroku jo TEZ,; F & TRIHIEESH
$k1 F¥. Aichi shukutoku daigaku kokugo kokubun B FAIEERFEFEEISL, vol. 17 (1995): 91-105.

[On the Waka genzaisho mokuroku]
FRBEEHIRs Td 205, Z DERHVGE XKL b DTH 5, & ICOVTIERDS
CHISENT WA -o7hy, TEREFEHR 12,
MkBEE H ek (DUl ERAERE - R )
N (RFEH)

EHDIAHICELT, HEH. B, BPFOZAPBEGLTw 2 LWt kok, TD
P EHRE bk I REBEOBFEHRTH 26 L, 9, HEE L HEdoMR
WIERBRENE EEDTHY, COFBIIMEHTEILENTESL L) TH S, IHHH, W
WO RKFKEEDBHG LTl L2055 LB TELDITTHS, (p.93)

8) Nishimura, Kayoko. Heian koki kagaku no kenkyii, 1997.

[On Fujiwara Kiyosuke’s waka treatises]
KHES R X o THE S TREELE frflo NWhEREHSR  ( T8k &) <.
DR 13 WA 2% IHE O FE MM S5, [] (cHIEED=E, )
TG00 wTH i 5
o RKoF wFfFE
BRI -wlFI
o EHEED W -wlFE
[...]
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o MIFHRRZIk -l

o =F%, HESHD THEk) [“Waka genzaisho mokuroku”] BIfEARIZ S BLA 7wy, TH
Sy DMES NI ZERMBRICE SN LD THAS I, ADI L, THERoE) OF=F
IZoWT, KHKIR, M8 A FESEOTH 2 E2TELOOBFE2 0L ATE SN,
iU, RETEZS &) I MERGR LHATIVOTE R Bbs, MDY
MOEWE V) IZEDEKTH A9, [...] (pp. 188-9.)

[On Kenshd’s commentary on Toshiyori’s Sanbokushii]

SN DM IR R BR[O BRIEE] 2 Hlw3ic, EABREEZ M WT TGy 2F L 0id, 2
DARADE DEY EEZEZNDZMEDDOMEAND 7D TH A )0, "SHEEE) Il T
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[On Shukaku’s philology and waka]
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11) Kobayashi, Yasuharu, ed. Kara monogatari zenshaku JEV)FEZTR (1998):
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o TEYRE D THYEE) I8 o i, fERIRREIEEZon2b I TH S, [.]HF
El e RO S L v ) TFEYEE OMtEE2HE 22 &, BEDTTH D, 2 OHHKICD
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12) Kawakami, Shin’ichird. Rokujo toke kagaku no kenkyii 75N&HEZR DWEFE (1999):
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15) Watanabe, Yasuaki, ed. Korai fiteisho (Karon Kagaku Shusei 7, 2007):
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