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Introduction:
Overthrowing the Emperor
in Japanese Literary Studies

Michael K. Bourdaghs

By the mid-1980s, the world of literary studies in Japan had been hearing
rumbles of revolt for some time. For more than a decade, a new generation
of scholars and journalist-critics (hyoronka) had been chipping away at many
of the foundational assumptions that governed the study of literature, espe-
cially modern Japanese literature. Academics who preferred the old ways,
however, could still dismiss the upstarts as mere journalists interested more
in keeping up with fashionable trends in theory than in serious scholarship,
or, better yet, they could simply ignore them.

But in 1985 the rebels showed up at the main gate to the palace, bat-
tering ram in hand. A group of younger scholars—most notably Komori
Y6ichi (b. 1953) and Ishihara Chiaki (b. 1955)—Ilaunched a radical rereading
of Natsume Soseki’s 1914 novel Kokoro (The Heart), a work that had long
been central to the canon of modern Japanese literature. This marked the
onset of what came to be known as the “Kokoro ronsd” (Kokoro debate), a
multipronged dispute that would occupy center stage in the discipline for
several years to come.

Where did the challengers come from? As scholars, both Komori and
Ishihara were trained in institutions that in some ways were peripheral to
the institution of literary studies in Japan, a position that likely predisposed
them toward innovations in approach.' While it would be overly simplistic

1. Komori was a student at Hokkaido University, a prestigious national university yet one
without the long tradition in literature studies that marked more central institutions such
as Tokyo University or Kyoto University. Ishihara was trained at Seijo University, a pri-
vate university in Tokyo. As Atsuko Sakaki notes, it is symptomatic that while the radical
new readings were published in fairly obscure journals the response by establishment
critics tended to be published in the most widely respected journals in the field. See her
Recontextualizing Texts: Narrative Performance in Modern Japanese Fiction (Cambridge: Asia
Center, Harvard University, 1999), 29-53.
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to suggest some sort of institutional determinism as an explanation for their
work, clearly institutional positioning played a role in the debate.

But what really separated the two sides in the debate were fundamen-
tal differences in theoretical and methodological grounding, especially in
their basic stances regarding the nature of communication, the structure
of linguistic and semiotic processes, and the relationship between politics
and language. As a result, the debate provides a convenient entryway into a
discussion of the theoretical issues and historical events that link the essays
presented in this volume.

The new readings of Kokoro were deliberately provocative. Ishihara accused
previous scholars of misreading the novel, of mistakenly lionizing the char-
acter known as Sensei. Whereas Sensei had long been celebrated for his ethi-
cality in the face of modern alienation and egotism, in fact—according to
Ishihara—his ethic was implicitly murderous, an infantile narcissism that
aimed primarily to destroy the Other in order to preserve its fantasy notion
of the self.” Komori in his readings went even farther and directly accused
establishment scholars of murdering the text, of stabbing it in the heart.”

Response to these accusations was swift in coming. In particular,
Miyoshi Yukio (1926-90), professor emeritus at Tokyo University—the heart
of the scholarly establishment—became the central voice in defending the
established readings and methodologies. Space constraints do not allow me
torehearse in any detail the course of the debate over Kokoro, and other schol-
ars have provided useful accounts, including Atsuko Sakaki and Oshino
Takeshi* T will merely summarize a few of the positions that marked the
new readings of the novel by Komori and Ishihara, as well as the responses
made by their critics, especially those that are relevant to a reconsideration
of the “linguistic turn” in recent Japanese literary criticism.

Whereas standard readings had always stressed the second half of the
novel, the section titled “Sensei and His Testament,” the new readings tended
to focus on the first half, the two sections narrated by the nameless student,
who refers to himself using a polite form of the first-person pronoun in Japa-

2.Ishihara Chiaki, “Manazashi toshite no tasha: Kokoro,” originally published in Toké
Kokubungaku in March, 1985 and reprinted in Ishihara Chiaki, Hanten suru Soseki (Tokyo:
Seidosha, 1997), 155-80.

3. Komori Yoichi, “Kokoro” wo seisei suru haato,” originally published in Seijo Kokubungaku
in March 1985 and revised and reprinted in Komori Yoichi, Buntai toshite no monogatari
(Tokyo: Chikuma Shobd, 1988), 293-317.

4. See Sakaki, Recontextualizing Texts, 29-53; and Oshino Takeshi, “Kokoro ronsé no yukue,”
in Soryoku toron: Soseki no Kokoro, edited by Komori Yoichi, Nakamura Miharu, and
Miyagawa Takeo, 12-27 (Tokyo: Kanrin Shobd, 1994). The latter volume contains a num-
ber of useful essays that take up the Kokoro ronso.
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nese: Watakushi. The revisionist readings stressed Watakushi’s ethicality
over that of Sensei, and—perhaps the real source of outrage on the part of the
establishment—they speculated on the possibility of an erotic relationship
between Watakushi and Shizu, Sensei’s wife, after Sensei’s suicide. Miyoshi
Yukio titles one of his response pieces “Was Sensei a Cuckold?” a rhetorical
question that hints at the sense of outrage the new readings provoked.

In terms of methodology, Komori’s radical new readings were also
marked by an insistence on calling Kokoro a “text” (tekisuto in katakana) as
opposed to a “work” (sakuhin). As Oshino notes, this methodological conflict
was at the core of the debate. In using the term text, Komori meant in part
to stress the openness of Kokoro to its outside both in terms of its insistence
on intertextuality and in terms of its narrative incompletion, the open-
endedness of its story that seemed to require active intervention by the
reader. By insisting that literary value lay not so much in the text itself as in
the relationship between the text and its reader, Komori’s stance challenged
not only the position of Kokoro as an anchor securing the national canon,
but also that of S56seki as its author, who was no longer positioned as the
guarantor of value standing behind the text. This novel about the death of
father figures—including, notably, the Meiji Emperor—was transformed in
the Kokoro ronso into a topos for debating the death of the author in Japanese
literary studies.

Komori’s insistence on calling Kokoro a text was specifically a challenge
to the widely used methodology of sakuhinron (studies of a single work),
an approach closely identified with the figure of Miyoshi Yukio. Komori’s
attack on orthodox sakuhinron was in some ways ironic because Miyoshi
himself had been perceived as a Young Turk in the 1960s and 1970s when he
first advocated for the (then) new methodology. Miyoshi’s earlier advocacy
of sakuhinron had involved him in, among other things, a fierce debate in
197677 with Tanizawa Eiichi (b. 1929) over methodology and its place in lit-
erary studies.’ By the time of the Kokoro debate, however, sakuhinron had won
wide acceptance as one of the standard methodologies in the field and hence
presented a prime target for a rebellious generation of younger scholars.

In some ways similar to American New Criticism, sakuhinron stressed
the primacy of the individual literary work and its internal structures and
hence challenged methodologies, such as literary history, that had previ-
ously held sway. The relationship between sakuhinron and another domi-
nant methodology, sakkaron (author studies), is more complex and became
a question debated in the Kokoro ronsd. Sakuhinron shifted scholarly focus

5. On Miyoshi’s debate with Tanizawa, see Irmela Hijiya-Kirschnereit, Was heisst: Japanische
Literatur verstehen? (Frankfurt am Main: Suhrkamp, 1990), 188-210.
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from author to individual works, but, as Miyoshi himself argued, it ulti-
mately aimed to return its readings of individual texts back to some sort of
authorial intent.® The problem, as Reiko Abe Austead notes (paraphrasing
Maeda A1l), is that “sakuhinron as an alternative for sakkaron does not touch
the heart of the problem, which actually lies in the choice of method rather
than in the subject of discussion.”” Moreover, as Tanizawa Eiichi argued,
Miyoshi’s stress on sakuhinron as a quasi-scientific methodology concealed
its grounding in an implicit worship of the author as a semi-mystical, tran-
scendent “prophet,” a stance that mystified the actual historical position of
the literary work and its author.® The rejection of sakuhinron by Komori and
Ishihara was in part an attempt to demystify the position that earlier meth-
odologies had assigned to the author as the final guarantor of meaning of
literary texts.

Nonetheless, in their attempt to replace sakihinron with new theories
and methodologies, the younger scholars who launched the Kokoro ronsd
were in large measure repeating the tactics by which the old guard (Miyoshi
et al.) had established its position a generation earlier when its members had
used the seemingly abstract and obscure methodology of sakuhinron to cri-
tique the existing field of literary studies in Japan. As Pierre Bourdieu notes,
“permanent revolution” is characteristic of the field of cultural production
in which newcomers, in order to “occupy a distinct, distinctive position,”
must “assert their difference, get it known and recognized,” a process they
carry out “by endeavoring to impose new modes of thought and expres-
sion, out of key with the prevailing modes of thought and with the doxa,
and therefore bound to disconcert the orthodoxy by their ‘obscurity” and
“pointlessness.””’

As the Kokoro ronsd progressed, the revisionists would in some ways
back down, distancing themselves from positions they had taken earlier in
the dispute.”” Yet it was clear that, at least in part due to the debate itself, they
had emerged as the leading force in the field of Japanese literature studies.
“One of the difficulties of orthodox defense against heretical transformation
of the field,” to quote Bourdieu again, “is the fact that polemics imply a form

6. See Miyoshi Yukio, “Watoson wa hainshinsha ka: Kokoro saisetsu,” Bungaku 56:5 (May 1988):
7-21.

7.Reiko Abe Austead, Rereading Soseki: Three Early Twentieth-Century Japanese Novels
(Wiesbaden: Harrassowitz, 1998), 18.

8. Tanizawa Eiichi, “Bungaku kenkyti ni taikei mo hohéron mo arienai,” Bungaku 451 (Janu-
ary 1977): 108-13. This passage appears on page 113.

9. Pierre Bourdieu, The Field of Cultural Production, translated by Randal Johnson (New York:
Columbia University Press, 1993), 52, 58.

10. See, for example, Komori Yoichi, “Watakushi’ to iu ‘tasha’sei: Kokoro wo meguru
otokuritikku,” Bungaku 3:4 (Autumn 1992): 13-27.
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of recognition; adversaries whom one would prefer to destroy by ignor-
ing them cannot be combated without consecrating them.”"! Ishihara and
Komori went on to become editors of the influential journal Soseki kenkyii,
and Komori was already a faculty member at Tokyo University, taking up
institutionally a position similar in prestige to that held earlier by Miyoshi.
In many ways, the rebels were now the establishment.

The Kokoro ronso helped establish a new set of critical methodologies, many
of them adapted from linguistics and semiotics, as the new methodologi-
cal standard for literary studies in Japan. By the time the Kokoro ronso had
reached its (ultimately inconclusive) conclusion, literary scholars and critics
in Japan were more likely to read “texts” than “works.” It became, then, one
of the culminating moments in what might be called the “linguistic turn” in
Japanese literary studies. As in the American academy, the rise of “theory”
in literary studies in Japan was often propelled by the adaptation of concepts
and methodologies originally developed in the realm of linguistics, be it in
the structuralism of Saussure, the dialogism of Volosinov and Bakhtin, the
theories of linguistic subjectivity derived from the work of Benveniste, or
the analyses of codes, message, and poetic function carried out by Jakobson
and the Prague School.

Moreover, while Komori’s and Ishihara’s linguistics-informed read-
ings of Kokoro enraged many establishment scholars, they were attacked by
younger scholars for not going far enough. These objections, too, were often
grounded in concepts derived directly or indirectly from linguistics and
the philosophy of language. Kono Kensuke, for example, noted that behind
Komori’s critique of modernity and capitalism (and of the debased form of
language that Komori thought they had introduced) lay the utopian fan-
tasy of a prelapsarian community, one marked by perfect communication,
for which the mother-infant relationship served as the model. This view,
grounded in Jakobson’s notion of the circuit of communication, ignores the
noise, the discommunication, that is an inherent part of any process of com-
munication and that alone renders possible some sort of encounter with the
Other, the self-proclaimed goal of Komori’s ethical stance. Instead of an en-
counter with Otherness, Komori’s implicit communication model results in
what Briankle G. Chang calls the “transcendence of difference” that inad-
vertently results in the “unquestioned valorization of identity over differ-
ence, of the selfsame over alterity”””> Komori has mounted an impressive

11. Bourdieu, The Field of Cultural Production, 42.
12. Briankle G. Chang, Deconstructing Communication: Representation, Subject, and Economies of
Exchange (Minneapolis: University of Minnesota Press, 1996), xi.
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critique of the utopian fantasies that reigned in previous literary studies,
Kono concludes, only to replace them with another potentially solipsistic
utopian fantasy.”

Oshino argues likewise and proposes replacing the symmetrical model
of communication that Komori implicitly relies on with an asymmetrical
model, such as Wittgenstein proposed in his philosophy of language games, -
in which no presumption is made of a preexisting shared linguistic code be-
tween sender and receiver.* Suga Hidemi, in turn, argued that Komori had
mistakenly equated narrative (monogatari) with prose fiction (shdsetsu) and
ordinary spoken language with the specific deconstructive force of writ-
ing (écriture). This confusion risked co-opting whatever might be radical
in Kokoro into the conventional genre of the psychological novel in which
words are taken as expressions that are ultimately anchored in certain ideal
character types rather than as openings for exploration of the constant un-
raveling of meaning and identity.” Suga’s critique in some ways paralleled
recent developments in linguistics, where such figures as S. Y. Kuroda had
begun to explore the specific linguistic properties of fictional narratives.
These scholars were fascinated by the realization that certain sentences—
those written in style indirect libre, for example—which would be considered
ungrammatical and/or impossible if spoken in ordinary conversation, were
nonetheless considered quite proper when they appeared within the context
of a novel or short story." When one adapted concepts from linguistics for
use in literary criticism, one had to keep in mind that the language of fiction
did not necessarily follow the rules for language usage in general.

On top of this, the linguistic turn in Japan was complicated because
of the uncomfortable co-presence of competing disciplinary forms of lin-
guistics. In addition to departments of Western-style linguistics (gengogakus),
Japanese universities typically also included departments of “national lan-
guage studies” (kokugogaku) where scholars studied the Japanese language
using what are believed to be a largely homegrown set of tools and method-
ologies. Kokugogaku traces its lineage back to premodern scholars of the
Japanese language that worked outside the traditions of Western linguistics
such as Fujitani Nariakira (1738-79) and Suzuki Akira (1764-1837). But the

13. Kono Kensuke, “Komori Yoichi-shi no nicho wo megutte: Yiitopia no kanata e,” Bai 5 (De-
cember 1988): 92-99.

14. Oshino, “Kokero ronso no yukue,” 21-24.

15. Suga Hidemi, “Shometsu suru shokei moji: Kokoro wo yomu,” Shinché 86:6 (June 1989):
194-205.

16. S. Y. Kuroda, “Where Epistemology, Style, and Grammar Meet: A Case Study from Japa-
nese,” in A Festschrift for Morris Halle, edited by Stephen R. Anderson and Paul Kiparsky,
377-91 (New York: Holt, Rinehart and Winston, 1973).
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modern discipline of kokugogaku was established in the 1890s with the work
of Ueda Kazutoshi (1867-1937), who established the department at Tokyo
Imperial University at the same time as his faculty colleague Haga Yaichi
(1867-1927) was establishing the first modern department of “national litera-
ture studies” (kokubungaku).

This co-presence of competing forms of linguistics meant that the lin-
guistic turn in Japanese literary studies involved turns in more than one di-
rection. This provided some unusually complicated vectors of development.
For example, while many of the literary critics and scholars involved in the
linguistic turn invoked various forms of structuralism derived directly or
indirectly from the work of Saussure, in fact the implicit theory of language
underlying the work of many scholars in orthodox kokubungaku lineages was
derived from a post-Saussurean critique of structuralism. Establishment
scholars often explicitly or implicitly turned to the theories of kokugogaku
scholar Tokieda Motoki (1900-1967) whose work provided one of the first
sustained critiques of Saussure’s central notions of langue and parole. In the
1930s and 1940s, Tokieda developed a brilliant critique of Saussure’s model
of language, proposing in its place what Tokieda called “language process
theory,” which rejected the entire notion of langue as an abstract structure of
rules governing language usage. Linguistic expressions were always utter-
ances spoken in a specific place and time, by a specific someone, addressing
a specific someone else, Tokieda argued. Only by taking up language from
the situation of concrete utterances and the intersubjective relationships they
brought into being could one hope to begin to understand its true nature.
The essay by John Whitman in chapter five of this volume takes up the work
of Tokieda, especially examining its legacy for postwar linguistics in Japan.

In other words, in the linguistic turn in Japanese literary criticism, one
sometimes encountered the odd situation in which one form of linguis-
tics (Saussurean structuralism) was perceived as a new methodology that
critiqued another form of linguistics (kokugogaku), a form that—at least in
its Tokieda-derived lineage—had begun as a critique of that first form of
linguistics.” On the other hand, critics advocating the new methodologies
were often criticized for merely borrowing foreign-originated (gaizaiteki)
theories and methodologies and applying them blindly to a Japanese reality
that was supposedly ill suited to them. Ishihara Chiaki, for example, in a
1987 article written at the height of the Kokoro ronsd, directly challenges ac-
cusations that he employs too many katakana (i.e., foreign-originated) words

17. To complicate matters further, many of the critics and scholars associated with the linguis-
tic turn also expressed a sympathetic interest in Tokieda's linguistic theories. Whitman’s
chapter, for example, discusses how Kamei Hideo and Karatani K&jin view Tokieda.
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in his articles.® Whitman argues in his chapter that in fact the reaction that
Tokieda’s kokugogaku provoked on the part of many linguists was evidence
of a turf war over which discipline was going to control the linguistic capi-
tal that accompanied the power to produce authorized translations of con-
cepts from Western linguistic theory. Scholars trained in Western linguistics
were offended that someone from the kokugogaku lineage would presume
to possess the competency to critique the basic concepts of Western tradi-
tions. Beneath this outrage lay another paradox as well: if Tokieda’s native
kokugogaku was produced in response to Saussure’s theories, what precisely
was “Japanese” about it?

As we have seen, the scholars and critics involved in the linguistic turn were
often accused of blindly borrowing foreign theories and forcibly applying
them to a Japanese reality that was intrinsically foreign to them. In some
ways, this was a replay of the debates that nearly a century earlier had led
to the dual structure of linguistics/kokugogaku in Japanese academia in the
first place. It is a debate, too, that has seen its counterpart in many other non-
Western countries when scholars have confronted the claims of universal
validity made on behalf of Western forms of knowledge.

But a glance at the actual examples of criticism from the 1970s and 1980s
translated in part one of this volume, four essays written in the midst of the
linguistic turn, serves as a persuasive rebuttal to this charge of overly facile
borrowing. For example, in chapter one the criticism of Noguchi Takehiko,
one of the most influential scholars of literary and intellectual history in
contemporary Japan, clearly takes hints from Jakobson and Saussure as he
explores the semiotic codes and poetic functions at work in Japanese liter-
ary works. But Noguchi consistently uses the frameworks of semiotics as
a kind of sounding board against which he can discover not only aspects
that Western semiotics would expect but also aspects of Japanese literary
texts that cannot easily be identified with existing Western terms, poetic
tropes, for example, that cannot be classified according to such conven-
tional categories as metaphor, metonymy or synecdoche. Likewise, in the
essay translated here (chapter one), Noguchi uses ideas from semiotics and
structuralist narratology to trace the development of a new form of liter-
ary criticism in the Japan of the 1850s, a development that likely could not
be perceived without the framework of narratology. In reading through
a commentary on The Tale of Genji by one Hagiwara Hiromichi (1815-63),

18. Ishihara Chiaki, “Seido toshite no ‘kenkyt buntai,” Kindai Nihon bungaku 37 (October 1987):
114-18.
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Noguchi uncovers a remarkable attempt to theorize the poetic functions of
language and their role in constructing the threads of fictional narrative,
functions that Noguchi notes foreshadow Jakobson’s ideas about the
paradigmatic and syntagmatic aspects of speech. In other words, Noguchi
uses his remarkable fluency in Western-originated forms of linguistic and
literary theory to render visible for the first time elements of literary and
linguistic practices specific to Japan. In this way, Noguchi works to reveal
the limits both of existing forms of literary theory in Japan and of suppos-
edly universal Western theories.

Likewise, the other essays from the linguistic turn translated here dem-
onstrate that the word borrowing hardly describes the relationship between
Western-originated linguistic theories and the new generation of scholars
that appeared in 1970s and 1980s Japan. In chapter two, “The Embodied
Self” an essay taken from his 1977 book Koga no shiigosei: Ooka Shohei ron
(The Collectivity of the Individual: On Ooka Shohei), Kamei Hideo situates
Ooka Shohei’s war literature from the late 1940s and early 1950s in a revised
version of modern Japanese literary history, one focused not on the rise of
the “modern self” (kindai jiga), a shibboleth of conventional literary history
in Japan, but on the deployment of intersubjectivity and intertextuality as
keys to self-understanding. Along the way, Kamei uses linguistic theories
of expression, in particular theories that insist on the dialogic nature of
language, to mount an explicit challenge to the author-oriented methodolo-
gies (sakkaron) that dominated modern literature studies in the 1960s and
early 1970s.”

Hirata Yumi in a 1984 essay translated in chapter three uses tools from
structuralist linguistics and narratology, especially theories of the relation-
ship between linguistic expression and subjectivity, to analyze the shifting
structure of narrative discourse (in particular, the gradual splitting off of fic-
tional “narrator” from “author”) in late Edo and early Meiji fiction. In turn,
Mitani Kuniaki, a highly respected scholar of classical Japanese, provides in
chapter four a rebuttal to the work of both Kamei and Hirata, arguing that
the rise of the narrator characteristic of modern Japanese fiction in fact repre-
sented the loss of a variety of possibilities that were inherent in the linguis-
tic expressions of classical literature, in particular markers of perspective
that fit only loosely the categories of linguistic aspect or tense and express

19. The chapter provides a kind of first draft of issues Kamei would explore at greater length
in his major study, Kansei no henkaku (1983), available in English translation as Transfor-
mations of Sensibility: The Phenomenology of Meiji Literature, translation edited by Michael
Bourdaghs (Ann Arbor: Center for Japanese Studies, University of Michigan, 2002).
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a multiplicity of possible subjective relationships to temporality. For Mitani,
the key to understanding the modern novel lies in its unification of the
text around the past-tense marker auxiliary verb —tg, one that signals the
presence of a single author whose perspective dominates the entire text.

These scholars are not mere imitators or borrowers—any more, that is,

than are all scholars and critics. One of the great motivating factors that has
led us to organize the present volume is the desire to bring their remarkable
work to a wider audience.
Tointroduce a theme that links the essays contained in part two, let me return
to the Kokoro ronsd. In a later reflection on the debate, Komori Yoichi would
trace the origins of his radical rereading of the novel back to his own experi-
ences in high school. Komori was a leader in the student protest movement
in Japan, a movement that successfully shut down many university and high
school campuses for extended periods, including the high school Komori
attended, where classes were suspended for more than a year. After classes
resumed, on his first day back in school, his lessons began with Kokoro, long
one of the centerpieces of the pedagogical canon used in secondary educa-
tion, especially in ethics and kokugo (“national language,” meaning Japanese
language) classes. Komori began to wonder about what happened after the
events narrated in the novel. What, for example, happened to Watakushi
and Shizu after Sensei’s suicide? When he raised these questions with his
teacher, he was rebuffed; those topics were not directly written about in the
novel and hence did not “belong” to the range of legitimate topics of discus-
sion about it.”’

The anecdote is telling for several reasons. For starters, it situates the
origins of the Kokoro ronsd specifically in the collapse of the student protest
movement and the fall of the New Left after 1970 in Japan. Moreover, it re-
veals that the debate was as much about politics and ideology as it was about
linguistic methodology and literary hermeneutics. The crucial issues under
dispute in the Kokoro ronsd, in fact, revolved largely around the ideological
issues of ownership. Who did the novel belong to, the author, its original
readers in early Taisho, or the contemporary critic? And what contents could
properly be said to belong to it? Could, for example, apparent gaps within
the text legitimately be filled in and, if so, by whom? Ultimately, the Kokoro
rons0 represented a struggle over ownership of Soseki and his works: which

20. Komori Yoichi, transcription of symposium opening remarks, in Séryoku toron: Séseki no
Kokoro, edited by Komori Yéichi, Nakamura Miharu, and Miyagawa Takeo, 9-11 (Tokyo:
Kanrin Shobg, 1994), 10.

10
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school of interpretation was going to win the right to legitimacy for its read-
ings of the novel?

In one of his earliest salvos in the debate, Miyoshi Yukio surveyed
notable events that occurred in 1985 in the field of modern literature stud-
ies in Japan, one of them being, of course, the publication Komori’s revi-
sionist reading of Kokoro. Leading up to the discussion of Komori, Miyoshi
describes an essay by Tanaka Minoru (who would later be an active partici-
pant in the Kokoro rons6) that provided a new rereading of Mori Ogai’s 1890
story “Maihime.” Miyoshi disagrees with Tanaka’s reading, and concludes:

This sort of nearly arbitrary “reading” of a modern literary work
has all of a sudden begun to spring up everywhere lately. It is
an inescapable byproduct of the boom in such methodologies as
structuralism, cultural semiotics, and theories of the body.21

Miyoshi then moves into a discussion of Komori’s new thesis on Kokoro,
complaining that it and other new interpretations of canonical texts (inter-
pretations that Miyoshi insists on calling sakuhinron) try too hard to create
new readings—or misreadings—by concentrating excessively on only one
specific aspect of the text at hand, an approach that Miyoshi thinks can only
lead into an unproductive vicious cycle.

Miyoshi then moves on to discuss a new edition of the collected works of
the novelist Ibuse Masuji (1898-1993), for which the author had substantially
revised works that had already attained canonical status. Miyoshi defends
Ibuse’s right to engage in this sort of self-revisionism.

As something written by the author, a work is clearly owned by
the author (sakuhin wa akiraka ni sakka ni yotte shoyii sareru). At the
same time, however, through the medium of industrial capitalism
in the form of publishing houses, as something sold to an inde-
terminate number of readers, a work also in part is something
that belongs to readers (sakuhin wa nakaba dokusha no shoysi ni
zoku suru).

Readers are free to choose between the old and new versions of the work,
Miyoshi argues. “This is not a problem relating to evaluation, nor is it a
problem relating to copyright,” he writes. For researchers in modern Japa-
nese literature, it only becomes a problem in that it “presents an aporia that

21. Miyoshi Yukio, “Kokubungaku: kindai gendai,” in Kokugo nenkan: Showa 61-nen ban, edited
by Kokuritsu Kokugo Kenkyfjo (Tokyo: Kokuritsu Kokugo Kenkytjo, 1986), 44-45.
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cannot be solved by the methods of classical bibliographical methods (koten
bunkengaku).” What is the real text (honbun)? *

In this passage, Miyoshi clearly deals with literary texts in terms of
property. Authors have certain rights of ownership over literary works, as
do readers. But there seem to be no rights of ownership granted to literary
scholars; they must simply respect—perhaps even police—the property
rights of the other two parties in the exchange.”” Miyoshi portrays literature
as a closed economy, an equal exchange of value between producer and
consumer in which each can claim certain legitimate ownership rights and in
which interference by a third party can only be something arbitrary and
illegitimate, a form of theft. Such scholars, with their forced interpretations,
resemble Sensei’s uncle, who cheated Sensei out of his proper inheritance.
They deprive readers of the value that the author intended to bequeath to
them. Or, as Miyoshi maintained a decade earlier, in the essay that set off
the 1976 ronso over methodology, literary scholarship (kenkyii) must be dis-
tinguished from literary criticism (hihyo) on grounds of propriety and own-
ership. “Whereas criticism always possesses the freedom to pursue creation
(s0z0 e no jiyil o shoyi suru),” he wrote, “scholarship is always blocked from
the road followed by the object of its study, literature.” The work of a literary
scholar can be considered a literary work only if it stops being literary schol-
arship and crosses the boundary to become a literary work (sakuhin) itself
because literature is the “object” (taisho and kyakutai) of literary studies, not
its “subject” (shutai).**

As veterans of the Japanese New Left and its critiques of modern
capitalist alienation, Komori and Ishihara in their readings explicitly work

22.1bid., 45. Emphasis in the original.

23. We see a similar stance in Miyoshi’s critique of the playwright Hata Kohei’s stage adap-
tation of Kokoro in which Watakushi and Shizu end up together after Sensei’s death.
Miyoshi criticizes the reading of the novel that Hata uses to justify his revisionist
play. But, Miyoshi notes, he is not denying Hata’s freedom as an author to create a new
fictional work using the characters and situations from Kokoro, writing, “I repeat, I have
no intention of disputing Hata in his drama creating a new possible narrative based on
Kokoro. Rather, it is when it is brought back to being a problem of a reading of Saseki’s
Kokoro that I raise my objection.” As an author (sakka), Hata has free rights of ownership
over his play, but as a critic he must respect certain preexisting norms of ownership.
Miyoshi Yukio, “Sensei” wa kokyu ka,” Kaie 511 (November 1986): 190-91, emphasis in
original.

24. Miyoshi Yukio, “Bungaku no hiroba,” Bungaku 44:11 (November 1976): 52~53. In the article
Miyoshi critiques recent scholars who rely on theories of expression (hyogen), arguing
that the path to independence for modern literature studies in Japan from its reliance on
classical literature studies is to develop a methodology that uses empirical evidence in a
logical manner to prove or disprove hypotheses.
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through different models of readership and ownership.”” Komori argues
that, in Miyoshi’s charge that the new readings have rendered Sensei a
cuckold, the very notion of “cuckoldry” depends on the modern patriarchal
view of women as pieces of property exchanged between men, a view that
Komori’s reading aimed to undermine.®® (Miyoshi somewhat sarcastically
responded to their accusation, “I accept the charge that, in my daily life, 1
am caught up within the framework of a capitalist system.”)”” Komori insists
that while Watakushi and Shizu may have had a sexual relationship after
Sensei’s death, and may even have produced a child as a result, they would
never marry since that would co-opt the radical ethicality of their relation-
ship back into bourgeois norms of patriarchy and property.

For Miyoshi, literary scholarship is a kind of science, concerned with
proving and disproving hypotheses. But for Ishihara and Komori literary
scholarship is a mode of ideology critique. It might be helpful to reconsider
the economic model that underlies their work in terms of Marcel Mauss’s
theory of the gift and especially Jacques Derrida’s critical rewriting of
that theory® A social formation organized around and by the gift takes
a spiraling, open-ended form, and in it the role of a third party is crucial.
Gift exchanges between two parties have a tendency to decay into simple
bartering, a closed-circle economy in which goods of equal value are
exchanged. A third party guarantees, to borrow Lewis Hyde’s somewhat
problematic but still useful formulation, that the gift keeps moving along an
unending chain, that it never comes back in the same form to the original
donor, and that its value remains arbitrary and incalculable. Such an ap-
proach shifts our focus from the sociological search for value to an ethi-
cal probing of relationality. The gift establishes an erotics of sociality with
others in which one constantly gives oneself away with no guarantee of
anything like equal value in return. A gift that stops moving, that is not

25. While the Japanese New Left was highly critical of the orthodox Left represented by, for
example, the Japan Communist Party and the Japan Socialist Party, it nonetheless shared
with the old Left a critical stance toward capitalism and its effects on modern society.
This critique at times arose from Marxist and anarchist philosophical roots and at other
times from sometimes utopian versions of folklore studies, which stressed the commu-
nal solidarity of premodern Japanese folk culture.

26. Komori Y6ichi, “Kokoro no yukue,” Seijo kokubungaku 3 (March 1987): 55-61.

27. Miyoshi, “Watoson wa hainshinsha ka,” 13.

28. Marcel Mauss, The Gift: The Form and Reason for Exchange in Archaic Societies, translated by
W. D. Halls (New York: Routledge, 1990); Jacques Derrida, Given Time I: Counterfeit Money,
translated by Peggy Kamuf (Chicago: University of Chicago Press, 1992). I have explored
these issues at greater length in my “Property and Sociological Knowledge: Natsume
Soseki and the Gift of Narrative,” Japan Forum 20:1 (March 2008), 79-101.
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continuously passed on through an endless string of third parties, is instead
transformed into capital or other form of stable property, and it loses its
quality of being a gift.*”

The notion of an open-ended, spiraling, and constantly moving social
formation, one in which giving and movement are stressed over owning
and stability, is the implicit model underlying the new readings of Kokoro
proposed by Komori and Ishihara. As Atsuko Sakaki has argued, each at-
tempted a performative intervention in the field of modern literature stud-
ies. Whatever surplus values are produced through the intervention of the
critic, moreover, must not accumulate in any one location in the social for-
mation—be it the location of the author or of the critic—but rather must be
continuously redistributed throughout the community of singular readers.”
Komori’s and Ishihara’s readings stressed not only the ethicality of relating
to Otherness but also the ways in which the novel violated hegemonic norms
of property, propriety, and patriarchy. As such, they deliberately challenged
existing interpretations that attempted to locate a stable value in the text, a
value that could then be traced back to a legitimate owner, the author. To
push their readings farther in the directions suggested by Kono, Oshino,
and Suga, this ethical stance implied a rejection of a simple communicative
model of transmission between sender and receiver and instead insisted
that all linguistic exchanges are mediated by one or more third parties—
akin to Ludwig Wittgenstein’s work on language games—and the semantic
value of any utterance is never stabilized into identity.

This reformulation of the problem of ethicality can be traced back, in part,
to the politics of New Left activism, the breeding ground from which many
of the scholars of the linguistic turn emerged. The essays collected in part
two of this volume explore in particular the politics of the linguistic turn.
The linguistic and poetic theories that Yoshimoto Takaaki developed in the

29. Lewis Hyde, The Gift: Imagination and the Erotic Life of Property (New York: Vintage, 1979),
esp. 11-24. Hyde’s formulation is problematic because he remains fully under the spell
of literature and conceives the social order of the gift in terms of a closed-circle, static
economy, precisely the mode of structuralist sociology that Derrida is at pains to reject.
This leads Hyde to assert problematically that the disembodied rationality of the social
sciences (especially ethnography) can provide a full understanding of the gift (see esp.
74-92) despite his assertions elsewhere that the gift can only be understood through the
body (through the “heart” and “feelings”). This is to say, his stress on eros in discussing
the politics of economics gives way to a stress on logos when he turns to the politics of
knowledge. The model of erotics that I am using here is adapted in part from William
Haver, The Body of This Death: Historicity and Sociality in the Time of AIDS (Stanford: Stan-
ford University Press, 1996).

30. Here I am adapting ideas from José Gil, Metamorphoses of the Body, translated by Stephen
Muecke (Minneapolis: University of Minnesota Press, 1998), esp. 45-52.
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1960s were crucial to this: in many ways, the linguistic turn was a response
to the theory of “expression” that Yoshimoto had unfolded in a series of
influential works. As Richi Sakakibara argues in chapter seven, Yoshimoto’s
work involved an attempt to develop a new form of political critique that
rejected orthodox Marxism, which also meant rejecting the Stalinist version
of linguistics that had been so influential in Japan since the early 1950s.

In chapter six, Kamei Hideo carries forward this exploration of the
connection between the Japanese New Left and philosophies of language
in a new essay. He analyzes the model of communication used by student
radicals in 1960s Japan, one that rejected linguistic rules because they were
perceived to be one component of the corrupt “everydayness” of modern
society that the students vowed to overthrow. This led, not surprisingly, to
breakdowns in communication when the students attempted to negotiate
their demands and also to unexpected complicity between the language of
the student movement and that of advertisement copywriting in the increas-
ingly consumerist Japan of the period. Kamei traces how philosophers of
language in 1970s Japan reacted to this situation as they tried to mount a
new philosophy of language that saw in Saussure’s notion of langue a site of
ideological reproduction that had to be overthrown before a new society—
and a new mode of communication—could arise.

Hence, the linguistic turn sought in language the means for radical po-
litical practice. Yet the rise of “theory” in Japanese literary scholarship has
also been frequently criticized for both its conservatism and its co-optation
by the market. The linguistic turn introduced a new concern with linguistic
and literary form, a form whose materiality was often linked to the materi-
ality central to historical materialism. But, as Norma Field writes in chapter
8, “Designating form as itself material—part of a broad tendency over the
past quarter century to reclassify as material anything deemed consonant
with revolutionary aspirations—assuredly revitalizes both the reclassified
entity and the category of the material itself but necessarily at a cost.” Field
explores this cost as she traces the debate between Kamei and Mitani in an
attempt to link “politics” as understood by the “Old Left,” especially the
proletarian literature movement of the 1920s and 1930s, and the new theo-
retical tools developed in the 1970s and 1980s.

The essays contained in part three are marked by a shared interest in the
literature of the Meiji period (1868-1912). It is hardly surprising that the
scholars and critics involved in the linguistic turn often focused on Meiji
works. For starters, these works had been largely ignored or denigrated by
previous scholars (with some notable exceptions), making them ripe for re-
discovery and reevaluation by the rising generation. Moreover, the legacy of
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writer-activists from the people’s rights movement of the 1870s and 1880s,
which met with brutal suppression at the hands of the Meiji state, held obvi-
ous appeal for young scholars who had so recently lived through the fall of
the New Left.

Most important for our purposes here, works from the Meiji period were
characterized by remarkably diverse linguistic experiments. In the 1880s
and 1890s, Japanese novelists and poets toyed with multiple new forms of
written expression in their attempt to produce novel sorts of literary effects:
third-person omniscient narration, interior monologue, and so on. Some of
the experimental forms were fleeting; others eventually coalesced into gen-
bun itchi (the unification of spoken and written languages), the writing style -
that finally gained hegemony around 1905 and is still the predominant form
used in Japanese fiction today. These experiments in literary language were
bound to attract the attention of a generation of scholars that was already
captivated by the mechanics and politics of linguistic expression. As a re-
sult, one of the richest harvests of the linguistic turn was a still ongoing
rediscovery of the literature of early Meiji, a fact well evidenced by the newly
translated essays from the 1970s and 1980s that we have included in part one
of this volume, all but one of which focus on that period.

The essays collected in part three, in turn, represent some of the latest
developments in this continuing reevaluation. Each turns to some aspect of
Meiji literature and builds on the work of scholars from the linguistic turn,
especially the way in which they subjected the basic categories of literary
studies—"literary value,” “canon,” “aesthetics”—to a rigorous interroga-
tion, one that aimed to historicize and thereby relativize those categories. In
chapter nine, Kono Kensuke (who was, as we have seen, a participant in the
Kokoro debates) explores the literary prize contests sponsored by commer-
cial publishers in the years around 1900, especially the role they played in
establishing new ideas about authorship and literature. Kono demonstrates
how prize contests lured aspiring writers with promises of fame and for-
tune even as they participated in the creation of a new discourse of literature

that claimed it was immune to market forces.
' Likewise, in chapter ten Guohe Zheng explores how the concept of
literature held by Western scholars, along with their problematic assump-
tions about the Japanese language, have led to the exclusion of the political
novel—perhaps the dominant genre of Japanese fiction in the 1880s—from
the canon of modern Japanese literature. This exclusion has relied on an
ideology of the aesthetic to produce the image of a supposedly apolitical
modern Japanese literature, erasing the otherwise clearly evident traces of
the entanglement of Japan’s modern literature with the history of Japanese
imperial expansion. Joseph Essertier in chapter eleven revisits the various
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proposals made for the reform of literary language in the 1880s, using a
sociolinguistic approach derived from Bourdieu to unpack the implicit so-
cial hierarchies that were at stake in various assertions made during the
period about what constituted “tasteful” or “vulgar” language. Finally,
Leslie Winston in chapter twelve revisits the problem of subjectivity and
narrative, one of the driving concerns of the linguistic turn, but introduces
a gender-specific perspective that has too often been missing from Japanese
literary scholarship. In exploring how two female writers from mid-Meiji
produced the “voice of sex” in their narratives, Winston demonstrates that
their strategies of linguistic expression were aimed at performing into be-
ing new forms of agency, forms that amounted to interventions in the field
of gender politics.

Most of the new essays contained in this volume were originally presented
at Sensibilities of Transformation: The Linguistic Turn and Contemporary
Japanese Literary Criticism, an international conference held at the Univer-
sity of California, Los Angeles, on April 19-20, 2002. I would like to express
my gratitude to the UCLA Center for Japanese Studies and its director, Fred
Notehelfer, for the support they provided as the main sponsors of the con-
ference. I am also grateful to the Center for Interdisciplinary Research on
Asia and the Department of Asian Languages and Cultures at UCLA for
additional support. Lauren Na, Jennifer Cullen, and Hisayo Suzuki pro-
vided invaluable support in organizing the conference events. All of the
paper presenters were invited to contribute to this volume, but for a va-
riety of reasons several papers are not included here, and I would like to
acknowledge and thank those presenters for their contributions to the con-
ference: Charles Shiro Inouye, Susie Jie Kim, Jennifer M. Lee, Mirana May
Szeto, Atsuko Ueda, and Tomiko Yoda. I would also like to thank those who
served as panel chairs or discussants at the conference: Christopher Bolton,
Shoichi Iwasaki, Kinsui Satoshi, Namhee Lee, Rachel C. Lee, Seiji Lippit,
Richi Sakakibara, David Schaberg, and Mariko Tamanoi. Finally, I would
like to express my gratitude to the Japan Foundation for a 2000-2001 Re-
search Fellowship that supported my own work on Natsume Soseki, which
I have drawn on in writing this introduction.
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Pieces of the Linguistic Turn:
Translations






cHarter | Flowers with a Very Human Name:
1 One Kokugaku Scholar Pursues the Truth
about the Mysterious Death of Yiigao

Noguchi Takehiko
Translated by Suzette A. Duncan

The sequence of events described in the “Yagao” chapter of The Tale of
Genji is well known. In the summer of his seventeenth year, Hikaru Genji
by chance meets and falls in love with a young woman of unknown birth,
known ever since as Yiigao (Evening Faces). Then, on the fifteenth night of
the eighth (autumnal) month, Genji heads toward the wretched quarters on
Gojo, the location of Yiigao’s humble cottage. Intending to spend one more
night together hidden from the public gaze, he takes her “to a nearby villa”
(Genji, 68)." The incident in question occurs on the sixteenth at midnight. A
mysterious apparition appears in their sleeping quarters, and Yiigao dies of
fright.

Who possibly could be the culprit that sent Y{igao to her death?

The iron rule of any murder investigation is that the person who discov-
ers the crime must be the first suspect. However, Genji has absolutely no mo-
tive for murdering Yaigao. Genji's retainer, Koremitsu, has an alibi: he had
already returned home that night. Moreover, Geniji testifies that he observed
the presence of the form of “an exceedingly beautiful woman” (Genji, 71) in
the room. What about Y@igao’s maid, Ukon, who was asleep in the adjacent
room at the time of the crime? Given her customary devotion to her mis-
tress, she, too, is above suspicion.

For these reasons, numerous commentaries on The Tale of Genji have de-
duced that the criminal is one of the female characters who happened not to

1. Quotations from The Tale of Genji are taken from Edward Seidensticker’s 1976 translation,
Murasaki Shikibu, The Tale of Genji (New York: Knopf, 1987). They are cited parenthetically
as Genji.
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be at the scene of the crime, a noblewoman who in this chapter of the story
is completely offstage. In Sairyiisho it is written, “one has to think it is the
lady.”> Mansui ichiro also concludes it is “the lady.”> The various commen-
taries consistently identify the woman that appeared above Genji’s pillow
as the disembodied spirit (astral projection) of the Rokujo lady, with whom
Genji was also having a relationship at the time of his affair with Yiigao.
Certainly, the circumstantial evidence points this way. We can verify this by
going back over the sequence of events in the “Evening Faces” chapter.

The author begins the story of Genji’s visit to the house on Goj6 as fol-
lows: “On his way to court to pay one of his calls at Rokujd, Genji stopped to
inquire after his old nurse, Koremitsu’s mother, at her house in Gojo” (Genji,
57). What does “to pay one of his calls” mean? According to the common
sense shared by readers of Genji, this refers to Genji’s clandestine visits to
the mansion of the Rokujo lady. Of course, that is correct. The Rokujo lady
is a proud woman who was once the wife of Tégt, a crown prince. Since
his death she has withdrawn from the world, remaining closeted indoors.
“Ytigao,” building on the “Hahagiki” (The Broom Tree) and “Utsusemi”
(The Shell of the Locust) chapters that precede it, describes Genji’s love esca-
pades with middle-rank women, a series of affairs that arises from the dis-
cussion comparing the merits of women from various ranks in the famous
rainy night scene. However, in the midst of these affairs Genji also risks
approaching this older woman of dark passions. The prideful Rokujo lady
does not intend to be easily won over by Genji. But after Genji has forced his
attentions on her, Lady Rokujo, who continues to harbor reservations, senses
the gradual cooling of Genji’s passion. This is the situation at the beginning
of the “Yigao” chapter.

The relationship between Genji and the Rokujo lady began at some
point in time before the events narrated in “Yfigao.” Strangely, however, the
author does not write about the beginning of their love in any of the earlier
chapters. In other words, even at its first mention in the text, the relationship
between Genji and Lady Rokujo is presented as if it were a matter already
known to readers. This question continues to be a point of debate among
Genji scholars. Some even hypothesize that there is a lost chapter. To fill in
the blank, in jest the nativist scholar Motoori Norinaga (1730-1801) wrote the
chapter “Arm for a Pillow” (Tamakura) describing the beginning of theirlove.

Throughout the chapter “Yiigao,” the Rokujo lady is an offstage pres-
ence. Readers are informed only that the woman Genji visits is a widow of

2. Sairyiisho is a Genji commentary by Sanjonishi Sanetaka (1455-1537) compiled between 1510
and 1520.
3. Mansui ichiro is a Genji commentary by Noto Eikan, dates unknown.
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rank who lives on Rokujd, that there is a difference in age between them,
that she is proud, and that her passion was fired by the younger Genji. At
this stage, the lady is still not identified by rank. Readers only come to know
that the previously mentioned woman is the Rokujo lady through the devel-
opment of the story in the chapters that follow.

In spite of this, the author takes extreme care in shaping the personality
of this still anonymous woman. First, the author casually brushes against
the psychology of Genji as he unconsciously compares the lady’s “strangely
cold and withdrawn ” (Genji, 61) manner with that of the still unseen Yiigao.
Second, she writes that the lady “is subject to fits of despondency” (63) after
surrendering to Genji once and that she grieves on the nights that the youth-
ful Genji does not visit her. Third, on the very night that Yagao and Genji
spend together at an unnamed villa, in his heart Genji thinks that on the
same night the lady is probably longing for him. He compares her to Yagao,
the woman now in his arms, thinking, “here was the girl beside him, so
simple and undemanding; and the other was so impossibly forceful in her
demands. How he wished for some measure of his freedom” (70).

In a word, Lady Rokuj6 is a woman of deep passion who is almost
pathologically proud. In the various commentaries on The Tale of Genji, her
character and psychology are considered sufficient evidence of a motive for
murder. But the most damning evidence comes from the words hurled at
Geniji by the “exceedingly beautiful woman” he witnessed just before the
crime: “You do not even think of visiting me, when you are so much on my
mind. Instead you go running off with someone who has nothing to recom-
mend her, and raise a great stir over her. It is cruel, intolerable” (Genji, 71).

I have not mastered the colloquial language of the Heian period, but
these words of rage sound like the language of one who has lost all sense of
modesty or control. Various commentaries have declared that these words
could only have come from the mouth of the Rokujo lady. The circumstan-
tial evidence seems perfectly compelling after all. And almost unanimously
the commentaries have convicted the spirit of Lady Rokujo in the murder of
Yiagao.

However, one commentator of The Tale of Genji dared to resist the gen-
eral trend and insist on the innocence of the Rokujo lady. This is the kokugaku
(nativism) scholar Hagiwara Hiromichi (1815-63), who wrote Commentary
on the Tale of Genji (Genji monogatari hyoshaku) in the Kaie era (1848-53) near
the end of the Edo period. The fourth scroll of that work is devoted to his
commentary on “Ytigao”: “Various commentaries mistakenly attribute this
to the grudge of the Rokujo lady. The true circumstances are made clear in
my additional commentary. We ought to think of her only as an extremely
mysterious and attractive woman. This [murder] seems instead the work of
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a spirit that haunts the villa.”* In this way he dismisses the suspicions di-
rected at the Rokujo lady by various commentaries as being a false charge.
Who is the real criminal? Demons or monsters that haunt the unnamed villa
where the murder took place. The grounds for this argument appear in de-
tail in Additional Commentary on the Tale of Genji (Genji monogatari yoshaku), a
separate volume of the same work. If we summarize the main points of his
argument, they are as follows.

1. In various earlier theories “it was the subsequent ‘Aoi’ (Heart-
vine) chapter that led commentators to attribute this to the
hateful feelings of the Rokujo lady.”

2. Certainly the “Ytigao” chapter mentions the Rokujo lady from
the beginning. However, it only mentions “movement to and
from the home of an aristocratic lady of the Rokujd area” with-
out “yet expressing what kind of person she is.”

3. “Because this Yligao affair occurred suddenly, it seems un-
likely that the Rokujd lady could know about it, meaning that
there is no way that she could hold a grudge.”

4. Therefore, “it can only be régarded as the work of spirits that
haunt that desolate villa.”

5. At the same time, however, “The Rokujo lady casts a lingering
light (nihoi) over the scene.” The author describes the Rokujo
lady’s character at length and has the murderous spirit speak
words of rage reminiscent of her because “the spirit that haunts
the old mansion manifests itself in a likeness of the Rokujo
lady.”®

The first point that Hiromichi opposes is grounded in an inference
based on the “Aoi” chapter of Genji in which the Rokujo lady, humiliated
when her carriage is pushed aside by the one carrying Genji's wife Aoi at
the Kamo festival, becomes a spirit and kills her. In these events (and only
these events) the Rokujo lady is completely guilty. Although the culprit her-
self may not have been consciously aware of it, the spirit that departed from
her body returned soaked in the smoke of poppies from Buddhist prayers,
providing clear physical evidence of her guilt. But, Hiromichi insists, one
cannot immediately jump to the conclusion that the assailant in this death

4. Hagiwara Hiromichi, Genji monogatari hyoshaku, reprinted in Genji monogatari kochiishaku
taisei, 11 vols. (Tokyo: Nihon Tosho Sentaa, 1978), 4:288.

5. Hagiwara Hiromichi, Genji monogatari yoshaku, reprinted in Genji monogatari kochiishaku
taisei, 11 vols. (Tokyo: Nihon Tosho Sentaa, 1978), 4:709-10.
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was also responsible for the mysterious death of Yagao. Such an assump-
tion amounts to nothing more than a self-fulfilling prophecy, an investi-
gation driven by foregone conclusions. In the Yigao case, the Rokujo lady
is innocent. Hiromichi draws on Genji's own words as the grounds for his
argument, saying, “if the version offered by the earlier commentators was
correct, then Genji would never have said she was an exceedingly beauti-
ful woman, but would have described her simply as the noble woman who
lived in the Rokujo area.”

For the moment, I will set aside Hiromichi’s point that the murderous
spirit took on the appearance of the Rokujo lady. What sets this kokugaku
scholar’s commentary apart from earlier commentaries is that his interpre-
tation reads the work entirely through the psychology of the protagonist,
Hikaru Genji. In describing how “situations unfold in relation to Genji’s
mind,” Hiromichi sees deeply into “the talent of the author.”” In exactly the
same way, we, too, are startled by the critical genius of Hagiwara Hiromichi
and his illuminating interpretation of The Tale of Genji.

Yamaguchi Takeshi was astonished when he rediscovered Hiromichi’s
commentary, and it was Yamaguchi’s Regarding the Apparition That Appears
in “Ytigao” (Yuigao no maki ni arawaretaru mononoke ni tsuite, 1925) that intro-
duced the significance of Hiromichi’s work to modern readers. Yamaguchi
Takeshi’s essay provides a worthy example of an all too rare genre of schol-
arly essay. Allow me to quote the profile of Hiromichi that appears in
Yamaguchi’s essay.

Who was Hiromichi? Not a disciple to any particular teacher, he
produced his Commentary on the Tale of Genji after many years of
independent research. In critiquing that work he takes up one
by one the previous interpretations and comments on them in
all aspects. His commentary only extends to the “Festival of the
Cherry Blossoms” chapter, but among Genji commentaries it is a
work of unprecedented excellence. He also wrote fiction. When
Bakin stopped writing after completing the fourth volume of his
yomihon, Kaikan kyoki kyokaku den (Tales of Chivalrous Protectors
of the Powerless), it was in fact Hiromichi who, at the publisher’s
request, authored a fifth volume under the penname “The Master
of Sannen.”® We need to keep this fiction-writing experience in
mind when we consider how he reached an appreciation of Genji

6.Ibid., 4:710.

7. Ibid.

8. The first volume written by Bakin was published in 1832. The volume that Hiromichi
penned was published in 1849. The work was based on Chinese tales about survivors of
the Southern dynasty.
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as a unified work, as a unified novel and how, dissatisfied with
the existing interpretations of Genji, he came to write his own
commentary. Previously Motoori Norinaga had looked at The Tale
of Genji as a work of art, as a novel, and had elucidated its artistic
theory. Hiromichi acknowledged this farsightedness and carried
on in its wake. This is the reason why, although Hiromichi had no
direct master, he referred to Norinaga as his teacher.”

This concise portrait sufficiently tells of the epochal position of Hiromichi’s
Genji in the history of commentaries. Hiromichi stood at the point of in-
tersection between Norinaga’s kokugaku and Bakin’s fiction. Furthermore,
Hiromichi combined these two streams into a single coherent approach. His
Cominentary on the Tale of Genji, which was born at this intersection, not only
revolutionized the existing commentaries, but it opened the way for what
we now call “criticism.”

The following essay is not an attempt to reread “Y{igao” according to
Hiromichi’s commentary. Nor is it an attempt to position Hiromichi in the
history of Genji commentaries. Instead, while taking as my object Hiromichi’s
Commentary on the Tale of Genji, | will attempt to excavate from this unfin-
ished work the outline of its theory of the novel and the critical vocabulary
through which it speaks to us, and at the same time go beyond these to
uncover the operations of the conceptual apparatus that builds on them and
seems to approach a full-blown theory of the language of fiction.

2

Writing literary criticism in some respects resembles conducting an orches-
tra. To the unskilled eye the words and phrases in a literary text are just
strings of written characters. Like a conductor who transforms a musical
score into music, the critic must bring to life this assemblage of written signs
by transforming them into words. Through his work the critic explicates how
certain words should be understood, just as the conductor interprets a mu-
sical composition. And just like a conductor who picks up on a forgotten
phrase—a delicate figure played by a single oboe, for example, hidden away
above the fifth line in a complexly layered score—and thereby renews our
enjoyment of the composition as a whole, the superior critic brings new life
to a work, shines light on words that were buried, and cleaves open a new
perspective on the work.

9. Yamaguchi Takeshi, Yiigao no maki ni arawaretaru mononoke ni tsuite, reprinted in Yamaguchi
Takeshi chosakushii, 6 vols. (Tokyo: Chio Koron, 1972), 2:450.
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When we read “Yagao” with Hagiwara Hiromichi’s annotations, we cut
through the sedimented commentaries that have clouded the text and feel
as though, with the flash of his conductor’s baton, we can at last hear clearly
the true music. At twilight on a summer night, Genji journeys through the
unfamiliar outskirts of the capital in his carriage; by chance, he rests his
eye on the strange white flowers coiled around the eaves of a shabby cot-
tage. When Genji asks the name of these flowers, his attendant responds that
they are known as yiigao, evening faces: “The white flowers far off yonder
are known as ‘evening faces’ . . . a very human sort of name—and what a
shabby place they have picked to bloom in” (Genji, 58). How does Hiromichi
interpret this passage? Commenting on how the text rhetorically describes
the flowers as if they “had a rather self-satisfied look about them” (57), smil-
ing with raised eyebrows, Hiromichi writes, “they are probably called yiigao
above all to make them seem like a person. A very interesting effect.” With
regard to the above-mentioned reply of the attendant, he writes, “Connect-
ing it to ‘face’ makes it seem like a person. Calling it ‘self-satisfied’ then
should be appreciated as an engo [conventional association: a standard trope
of classical Japanese poetics].”10 These words—“self-satisfied,” “smiling,”
and “eyebrows”—are all engo that combine with the name Y{igao to make
this flower into a person; in other words, he argues, they represent a per-
sonification of the flower.

Hiromichi lets us hear the music of Genji because it is thanks to his com-
mentary, alive with a remarkable sensitivity to language, that we readers at
last are able to hear the main melodic theme of this chapter, what ought to be
called the leitmotif of “Yiigao”: the harmonizing of “person” and “flower.”
Yaigao is not at all like a flower. Going beyond the boundaries of simile to ap-
proach metaphor proper, she is a flower; the woman is treated as the incarna-
tion of the flower and vice versa. Already in this scene she stands still in the
shade of the flowers waiting for her fateful meeting with Genji. Of course,
this name Yaigao was given to her by later generations (it was already in cur-
rency by the end of the Heian period), and she is not called by that name in
the book itself. In The Tale of Genji female characters usually do not have per-
sonal names and are instead referred to by rank or social position. In many
cases, flower metaphors became substitute names for them. Traces of how
this person Ytigao became identified with the flower yiigao in the author’s
consciousness are too numerous to list exhaustively here. People call the
location of their first meeting “the Yiigao house.” Was this because it was
the house where yiigao flowers were blooming or because it was the house

10. Hagiwara, Genji monogatari hyoshaku, 4:254.
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where the person Yiigao lived? Furthermore, when it is recollected that her
relationship with Genji was a “strangely fleeting association,” we note that
this fleeting interval overlaps by association with the short lifespan of the .
yiigao blossom. And, of course, the evening of Yfigao’s death coincides with
the seasonal time when yiigao blossoms wither.

Hiromichi’s interpretation calls our attention to the main melodic theme
that governs these words. The name Yaigao is by no means a simple pro-
noun, a proper noun or sign that simply indicates a specific person. It is the
linguistic objectification of a woman who is endowed with the essence of a
short-lived flower. What Hiromichi’s commentary sheds light on is the most
important aspect of the text: the power of this word to summon up mental
images through association.

Of course, Hiromichi’s revered predecessor Norinaga in his Gerji com-
mentary, Tama no ogushi, also provided novel explanations of words in the
text. But from my perspective Norinaga seems insensitive to the aspects to
which Hiromichi was so keenly attuned. For example, in “Chiishaku no bu,”
the sixth section of his commentary, Norinaga makes no reference to the
previously quoted section at all but comments on the phrase in the work
describing the yiigao as “an unfortunate flower, even to its branches,” ex-
plaining that “A yiigao’s branches are vines that grow lushly” (by the way,
Hiromichi reproduces this remark in his Commentary)."" Characteristically,
Norinaga’s focus is not on the personifying adjective unfortunate but rather
on the objective reality described in the phrase. Of course, this one instance
cannot provide an adequate survey of Norinaga’s approach, but what we
have here is something like the tip of the iceberg. Norinaga’s main concern
in his commentary was to restore the proper meaning words had in classi-
cal language and to recover the ways in which meaning was determined in
specific historical contexts.

There is no denying the important role that is played by Norinaga’s Tama
no ogushi in the history of Genji commentaries. We cannot overemphasize the
significance of Norinaga'’s rejection of the previously dominant Confucian-
or Buddhist-inspired commentaries and his insistence on what we might
call the “autonomy” of literature. However, in Norinaga’s nativism, the
emotionalism that is based on the famous mono no aware theory was merely
just another “ism” in the end.” Boiled down to its essence, it prescribed the

11. Motoori Norinaga, Tama no ogushi, reprinted in Motoori Norinaga zenshil, 23 vols. (Tokyo:
Chikuma Shobo, 1969-93), 4:374.

12. Mono no aware (sensitivity to the sadness of things) was a central aesthetic category in
Norinaga’s thought through which he attempted to explicate not only Genji but also the
nature of Japanese culture as a whole.
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following normative definijtion: literature is a discourse that expresses hu-
man emotions. Therefore, while it might acknowledge the existence of dis-
tinct genres, as a matter of theoretical principle it recognizes no distinction
between poetry and tales. Of course, even at the stage of the early Shibun
yoryo (1783), which was a prototype for Tama no ogushi, Norinaga writes, “All
monogatari [tales, narratives] create events that do not really exist.”” In other
words, he recognized the fictionality of monogatari. Norinaga here is by no
account repeating a self-evident assertion. He is in fact proposing a sharp
antithesis to the conventional Confucian view of literature, which held that
monogatari and other forms of fiction were nonliterary precisely because of that
fictionality: they were regarded as a second-rate form of writing. However,
here again the logic of emotionalism raises its head. Norinaga writes, “Es-
pecially in this monogatari [Genji], the characters are frequently made to say
things that the teller wants them to say.”™ In other words, the monogatari is
regarded as a nonpareil proxy device for the expression of the author’s own
emotions. Norinaga is not concerned with the hows and whys of the con-
structed nature of fiction. In the introductory Shibun yoryo, he writes that he
“will write in detail about literary style separately,” but in the subsequent
Tama no ogushi he never carries this out.”

Instead Norinaga emphasizes chiefly the need to learn the feeling of
mono no aware from Genji and above all to use it as a guide in following the
way of poetry. Norinaga says, “If one regularly reads this monogatari, one’s
mind becomes of the world of the people in the story. When one reads the
poems in it, one is naturally moved by the elegant passions of the past. The
passions of the people of that world are lofty, so that even when they see the
same moon or flowers as others, they feel an incomparable depth of aware.”*®
This is the same view Norinaga expounded in Isonoue no sasamegoto (1783)
and his other treatises on poetry. For Norinaga, waka poetry was above all
a discourse of emotional expression endowed with shirabe (tune) and aya
(rhetorical flourish). Shirabe refers, of course, to the set form of thirty-one syl-
lables divided into five lines. Aya refers to the rhetorical embellishment that
beautifully ornaments the words. And in order to express more beautifully
these emotions the vocabulary for poems was limited to the special poetic
diction that used ancient refined language (gago). When Norinaga empha-
sizes that this artificial limitation amounted to a kind of aesthetic fabrica-
tion, clearly this idea of an artificial or fabricated language shares common

13. Motoori Norinaga, Shibun yoryo, reprinted in Motoori Norinaga zenshii, 23 vols. (Tokyo:
Chikuma Shobo, 1969-93), 4:83.

14. Ibid.

15. Ibid.

16. Motoori, Tama no ogushi, 4:242.
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ground with the idea of the fictionality of monogatari that we looked at pre-
viously. The author of monogatari and the poetic master both fabricate “the
mind of the people in the monogatari.”

This is naturally reflected in Norinaga’s theory of language. If we look at
his commentaries on waka poetry, such as Shinkokinshii Mindnoke zuto (1794)
and Kokinshii tokagami (1793), we find much evidence that Norinaga thought
it was possible, if one followed a certain procedural order, to reconstruct
a one-to-one relationship between a given waka poem and the equivalent
emotional expression that would have been used in the ordinary colloquial
language (zokugo) of the period in which it was composed. Furthermore,
these are not simple emotional outbursts. What makes them poems is that,
in addition to having both shirabe and aya, they are woven from the refined
words (gago) of poetic diction. The relationship between refined and ordi-
nary language, gago and zokugo, can be expressed by the following formula:
“positive versus negative aesthetic valuation between words of semantic
equivalence.” So what does this all mean? Put in terms of Roman Jakobson’s
linguistic theory, Norinaga’s interest pertained mainly to language’s indica-
tive functions (whereby language indicates its referential objects) and its
emotive functions (whereby language expresses the feelings of the speaking
subject). And finally, for precision’s sake, we should also note his interest in
the poetic functions (language that calls attention toitself) of language, when,
that is, the language in question was the refined language of poetic diction.

Norinaga’s characteristic attitude toward language permeates his Tama
no ogushi as well. Of course, scholars of subsequent generations received a
considerable scholarly boost from Norinaga’s work. His chronological table
for the events depicted in Genji would undergo a few corrections, but it re-
mains today the basic foundation for Genji studies, and it is hard to imagine
that modern Genji scholarship as we know it could have taken place in the
absence of his rigorous historical investigations into the classical language.
However, even as we acknowledge these contributions, we are not relieved
of the task of pointing out Norinaga’s own idiosyncrasies.

In theorizing the essence of monogatari, Hiromichi basically follows in
the footsteps of the explanation given in Tama no ogushi. It seems that for
Hiromichi the theories of Norinaga on the fictionality of monogatari were
completely self-evident premises, so he felt little need to revise or further
develop them. Hiromichi was satisfied merely to express respect for this, his
master’s theory.
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The new facets opened up in his Commentary on the Tale of Genji involved
not a theory of the essential nature of fiction but rather a theory of the con-
struction of fiction, a sphere not touched on by his predecessor Norinaga.
More precigely, in the late Edo period, through the work of this nativist
scholar, the Japanese theory of the novel acquired its first understanding
of fictional structure. In order to see what kind of steps he followed and
how this theory took shape, we must return to the scene of the yiigao flow-
ers. Let us begin with the words of the attendant that were cited earlier:
“[Flowers with] a very human sort of name—and what a shabby place they
have picked to bloom in” (Genji, 58). Hiromichi's attention is directed at the
adjective shabby (ayashi, meaning “mysterious, unusual, strange, incorrect”)
in this quotation. In the passage below, we find Hiromichi engaging in a
critique, in a critical evaluation of this passage.

This chapter mainly hangs on the case of the apparition that
appears later. Early in the chapter it is written, “what sort of
women might they be?” [57], and there appears “the shabby place
[fencel” (ayashiki kakine) and then “leaning precariously” (ayashiu
uchiyorobohi) [58]. The word ayashi is used as the primary word in
this story line. Therefore, in this work I have underlined this word
when it appears. One should pay close attention to this.”

The word ayashi, which Hiromichi calls “the primary word” (ganmoku
no go) and to which he draws the reader’s attention by means of underlining,
appears overall in about twenty places in the chapter “Yiigao.” Why is this
to be regarded as the primary word? It is because he regards it as a key word
that foreshadows the climax of the chapter, prefiguring in advance the
strange apparition that will appear then. Even at the lyrical beginning of
the love story woven together by the mental image of delicate white flowers,
the word ayashi is casually inserted, thereby suggesting the story line that
is about to develop and sending out flashes of a darker wavelength. Ayashi
in the phrase “ayashiki kakine” refers to a fence that is “humble” or “poor.”
In the phrase “ito_ayashiu mono ni osoharetaru hito,” it refers to the “strange”
apparition. We are able to interpret the word as meaning “mysterious”
when, after Yligao’s death, Genji recollects that his longing was “gyashiu
kokoro ni kakarite” Genji’s conduct at this time is described as being, “hitobito
ayashigarite,” or as seeming “suspicious” to people.

In this way, the adjective ayashi is used with a variety of meanings,
each determined by the context provided in the discourse of the monogatari.

17. Hagiwara, Genji monogatari hyoshaku, 4:254.
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In compliance with the author’s idea (Meinung), this word’s significance

(Bedeutung) presents a different sense (Sinn) with each appearance. How- .
ever, this word has a single common originary, even sensuous, kernel of

meaning from which all the other semantic contents derive. The kernel of

meaning common to such notions as strangeness, mysteriousness, and sus-

piciousness is obvious. Why is the humble fence for Genji an “ayashi kakine?”

It is because for Genji, born a crown prince, that fence, the likes of which he

has never seen before, is highly unusual. Ayashi signifies the emotional reac-

tion of a person to an unusual object.

As one would expect, Hiromichi, with his sharp instincts, espied this
manifestation of the notion of “extraordinariness” in the emotional atmo-
sphere that flows through the “Yigao” chapter and understood that it pro-
vided the tonality of the monogatari. The previously mentioned melodic
theme of the yiigao flowers unfolds within this tonality. Hiromichi traces the
outcroppings of the primary word ayashi, calling this a “string of words”
(gomyaku). If the tale’s discourse is expressed as D and these outcroppings
are expressed as g, Hiromichi’s string of words can be expressed in the
formula D(a; + a, + a5+ ... a,). Whether he speaks of the “primary word” or
a “string of words,” Hiromichi clearly directs his attention at words them-
selves. Each individual ayashi certainly describes the circumstances of the
people or phenomena that are indicated in the text. However, Hiromichi
reads the text as if the author were demanding that one see these depicted
things through the filter of words. Hiromichi does not use special terminol-
ogy beyond the examples just noted. However, if we were to express it in
today’s language, his linguistic sense points exactly to what we would call
language’s poetic function.

Moreover, Hiromichi provides a critique of the line uttered by Y{igao
when Genji, hiding his station, visits her dressed in threadbare hunting
clothes and she thinks it ayashi, “as if he were apparition from an old story”
(Genyji, 65).

Here an “apparition” is spoken of for the first time. This introduces
a thread that extends all the way to the scene of the apparition at
the unnamed villa, like a cord stringing together jewels. It ought
not to be carelessly overlooked. Therefore, the places where this
foreshadowing of the plot appears draw attention to the coming
apparition. We must note the diligence of the author, who wrote
subtly and extremely well, making seem natural the unlikely pur-
suit of a suitor who remained entirely unknown, whose very face
remained unseen. She made all of these things seem mysterious
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(ayashi) as part of her plan in leading up to the subsequent appear-
ance of the apparition.”®

The terms foreshadowing (fukusen) and plan (kekko), which Hiromichi uses
in his criticism, originally come from Ming period literary and drama criti-
cism in China by such figures as Jin Shengtan (1608-61). A stance of reading
novels as novels never took root within Japanese nativism due to the cir-
cumstances mentioned above. It was rather the so-called Confucian literati
of mid-Edo who provided significantly more skillful readings of novels, a
skill they honed in reading such Chinese novels as The Water Margin. They
remained Confucian even though they demonstrated flexibility and did not
treat Confucianism as a rigid ideology.

It is of great interest that in Kujakurd hikki (Notes from My Study, 1768),
one such Confucianist, Seita Tanso (1715-85), writes, “[Slo far as I have
seen, among our country’s allegorical writings, The Tale of Genji is certainly
the best.” Moreover, he picks the “Y@igao” chapter in particular as being
the highlight of the work. Tansd writes, “[IIn the “Yigao” chapter Genji is
a middle captain (chitjo). This middle captain’s rank is deeply significant.”
The youthfulness of Genji, emphasized by this rank of middle captain, is
evidence of the author’s skillful construction: “When he is first appointed
middle captain, already it hints at the apparition of the Kawara villa.” In
other words, it becomes a definite foreshadowing of the plot."”

The terminology that Hiromichi uses in his Commentary originates from
this current of novel-oriented literary criticism. Whether he is discussing
“foreshadowing” or “plan,” it is Hiromichi’s aim to remind readers that
what “ought not to be carelessly overlooked” are the elements that compose
the structure of the monogatari or fictional narrative.”” Nakamura Yukihiko
describes Tanso’s critique of “Yiigao” as being “a kind of theory of struc-
ture, one that includes consideration of formal techniques of structure and
gives weight to suggestiveness.”” Mizuno Minoru argues that Hiromichi is
“concerned with the formal rules necessary to literature.””> These assertions

18. 1bid., 4:273.

19. Seita Tansd “Kujakurd hikki,” reprinted in Nihon koten bungaku taikei, 100 vols. (Tokyo:
Iwanami Shoten, 1957-69), 96:317-18.

20. Hagiwara, Genji monogatari hyoshaku, 4:273.

21. Nakamura Yukihiko, “Kakuretaru hihyoka: Seita Tansd no hihyoteki gydseki,” in Kinsei
Bungei Shicho Ko (Tokyo: Iwanami Shoten, 1975), 248.

22. Mizuno Minoru, “Bakin makkansaku no zokuhen wo megutte,” in Edo shosetsu ronso
(Tokyo: Chuo Koron Sha, 1974), 243.
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are quite correct. I would like to argue, however, that Hiromichi went a step
beyond merely applying the terminology of criticism from Chinese novels
to Genji in order to discover its formal structural principles.

In Kujakuro hikki, this is how Tansd discusses the scene of the mysterious
apparition in “Y{igao™ “In a large old palace, the sixteen- or seventeen-year-
old youth is with a beautiful girl of similar age. The beautiful girl is killed
by an apparition at night when it is still the fourth hour {around 10:00 p.m.
as measured by modern clocks], and he cannot know where the apparition
lurks in wait now. At that time, how he waits for the night to end—how very
terrifying!”* This is evidence of a fine appreciation of the passage as befits a
work of discerning criticism. In turn, what Hiromichi provides in his read-
ing of this scene of Genji’s mounting terror is a close analysis of the flow of
sentences. He unlocks the secret of how the author’s sentences combine to
produce that sense of fright. Hiromichi translates and reconstructs this into
his own critical vocabulary.

The first moment in the “gradual unfolding of the thread leading up to
the apparition” comes when Genji appears in the girl’s eyes as something
like an apparition, creating a negative association for the word. However,
Hiromichi does not concern himself with the word apparition (henge) beyond
this. The problem here, unlike the case of ayashi, does not lie at the level of a
string of words that can be unpacked by tracing through the outcroppings
of that specific word. What comes to the eye of Genji when he goes with
Yiigao to the unnamed villa is a desolate sight: “Genji looked up at the rot-
ting gate and the ferns that trailed thickly down over it” (Genji, 68). Accord-
ing to Hiromichi, this is “the second moment in the thread leading up to the
apparition.” The third comes when, due to the appearance of the old palace,
which has fallen into ruin, Yfigao “seems frightened, and bewildered” (69).
In this way, Hiromichi picks out fifteen distinct moments (suji) in the thread,
from the moment when the “exceedingly beautiful woman” appears by their
pillow, through the scene of Genji’s horror, which was discussed in the pas-
sage previously quoted from Kujakuro hikki. These are what Hiromichi calls
“places where foreshadowing of the plot appear.”

But what precisely does foreshadowing mean? In the explanatory remarks
on usage that follow his opening summary, Hiromichi clearly defines this
terminology.

The character sen in the word foreshadowing (fukusen) means
“thread” (itosuji). Starting from far away, threads are woven to-
gether, over and under, combining into a pattern, so that when

23. Seita, “Kujakurd hikki,” 96:318.
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you reach the end, if you pull on one of the ends, all of the seams
move. This is the same kind of thing as what is called the plan
(kekkd) The plan is the pattern prepared in advance.”*

This kind of foreshadowing is not visible at the level of individual
words. It is something that emerges at the level of sentences—or chains
of sentences—within the assemblages of characters’ psychological states,
mental phenomena, and scenic descriptions. Hiromichi used the term nihoi
(“lingering light” or “scent”} to name this effect. In the “Yfigao” chapter,
we can see how, as the time of day at the unnamed villa advances, first
from afternoon to evening and then from evening to nighttime, hints of the
mysterious (ayashi) subtly build until finally they come to dominate the en-
tire scene. Hiromichi’s foreshadowing of the plot can be expressed in the
formula A(x; — x, — x5 — ... X}, where Genji (character A) begins with a pre-
monition touched off by the atmosphere of the place, one that develops into
a series that reaches its endpoint, X, with the strange apparition. In fact,
because the author’s technique produces an exquisite crescendo, this might
be better expressed as Alx; < x, < x5 ... X).

In Hiromichi’s view, the “syntax” or “grammar” that the author uses
does not stop with “foreshadowing” and “plan.” For example, the author
does not depict the scene on the night of fifteenth day of the eighth month
when Genji and Yiigao are supposed to have consummated their relation-
ship. Instead, she writes, “the details are tiresome and I shall not go into
them” (Genji, 65). This is an instance of ellipsis: A(x} — () — A(2). Also, the
author does not write exclusively about Genji and Yiigao. In order to provide
variety to the plot line, she inserts into the main line of the narrative various
incidents, including the sequel to the story of the Lady of the Locust Shell,
and the Rokujo lady or, rather, the love affair with the woman who lives in
the Rokujo area. These are narrative pauses: A(X - Y — X'—Y'..). Asits title
suggests, Hiromichi’s Commentary (Hydshaku) clearly distinguishes between
hyo {(criticism) and shaku (explanation). Shaku, which can also be read toku,
signifies primarily the paradigmatic explication of words, while hyo as a
rule centers on the analysis of narrative “syntax” and through it attempts to
produce an original “critique” or interpretation of the work.

As noted above, the terminology by means of which Hiromichi de-
scribes the novelistic “grammar” he extracts from The Tale of Genji is not nec-
essarily of his own creation. The terminological categories that Hiromichi
enumerates—I will forgo a comprehensive description of each—are prin-
ciple and auxiliary (shukyaku), opposition (hantai), correspondence (shod),

24. Hagiwara, Genji monogatari hyoshaku, 4:64.

35



Noguchi

foreshadowing (fukusen), and ellipsis (shohitsu). These almost completely
overlap with the “Seven Rules for Fiction” that Kyokutei Bakin (1767-1848)
compiled more than a decade earlier in the ninth volume of his yomihon,
Story of Eight Virtuous Heroes (Satomi hakkenden, 1814-32). However, Bakin’s
rules are, at least in part, a kind of behind the scenes discussion of his own
work, an attempt to borrow for it the authority of Chinese novels. To put this
in the language of the Russian formalists, this was an instance of purposely
baring the technique. For example, this is how Bakin describes foreshadow-
ing: “What is called ‘foreshadowing’ means to sketch in faintly, several epi-
sodes in advance, something that will necessarily occur later.”” Is this close
to Hiromichi’s definition? Hardly. The problem is the degree of abstraction
of the concept that each is taking up. Bakin writes about the technique in his
own work, bragging from his position as author about his own technique,
whereas Hiromichi is moving toward something quite different: a general
theory of the structure of the novel.

As he pursues his commentary on The Tale of Genji, what Hiromichi is
groping for—or rather what he is well on the way to discovering—is the
secret of what makes Genji a timeless work of art. To push this farther,
he is pursuing the workings of language that render this tale Genji into a
monogatari: the linguistic functioning that makes it into a fictional narrative.
He is on the verge of entering into the realm of a universal theory of the
language of fiction. As Hiromichi himself writes in the introductory sum-
mary to his commentary, it is not that from the start the author Murasaki
Shikibu knew the rules for Chinese novels and applied them to her work
but rather that what later generations would provisionally come to name as
“rules” were already alive and functioning in The Tale of Genji. At the time,
Hiromichi did not have anything at hand other than the terminology that
had crossed over from the continent with which to express the ideas he had
in mind. But while he used that language, he is actually trying to tell us
something that exceeds it.

The true criminal in the strange murder of Yagao is not the Rokujo lady.
Hiromichi’s apologia seems almost completely isolated, an opinion shared
by few in the tradition of Genji commentaries through the Edo period. It is,

25. Kyokutei Bakin, Nanso satomi hakkenden, reprinted in Nansé satomi hakkenden kéhon, 4 vols.
(Tokyo: Waseda Daigaku Shuppanbu, 1993-95), 1:332.
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however, by no means simply a deliberate or pedantic attempt to flout com-
mon wisdom. Above all his view is supported by the words, and the linguis-
tic functioning of those words, that weave together this fictional narrative.

Hiromichi’s hyé (criticism) and shaku (explanation) exist in a relationship
like that between the two sides of a medallion. On the one hand lies a deli-
cate sensitivity aimed at each individual word, as we saw, for example, in the
case of ayashi. Hiromichi, through the working of his intellect, traces back
through the linguistic senses of the word ayashi, distinguishing between the
overtones of connotation that mark each individual appearance of the word,
and thereby catching the full wavelength of meaning that emits from it. On
the other hand, what is analyzed at the level of hyd is the variety of formulas
through which the syntactic substitution of individual words as variables
functions to render concrete the narrative discourse of the monogatari.

Just as with the wheels of a cart, if one of these two approaches is miss-
ing the critic will not get far. In Tama no ogushi, Norinaga writes, “This
monogatari shows aware, especially in how it expresses the extent to which
people doubtlessly feel things.”*® What Norinaga considered the main point
was generally the process of emotional identification with the characters in
the work. In contrast, what was central to Hiromichi’s criticism was clarify-
ing exactly what kind of linguistic mechanism conveyed this sense of aware,
as well as how words functioned—above and beyond their role as mediums
for semantic communication—to solicit distinct and fleeting mental images
with each concrete usage. Shaku is charged with explicating the meaning and
emotional elements that words take on within the context of each individual
appearance of those words in the narrative discourse. Hyo then takes these
up as its significant units and analyzes how the characters and incidents of
the narrative are woven from them into something like three-dimensional
geometric figures. Put in terms of contemporary critical vocabulary, it is the
relationship between the paradigmatic/semantic function and the syntag-
matic function of poetic language.

The Commentary is not a superficial appreciation of a monogatari: it is a
rigorous and sophisticated meta—-reading, a radical rereading (yomiokoshi).
In the interweaving of the paradigmatic and syntagmatic functions of lan-
guage, the characters, things, scenery, and events of the monogatari flicker
past in the form of mental images summoned up by language, fleeting im-
ages that take on depth and shadows. The visage of “the exceedingly beauti-
ful woman” who killed Yiigao next to Genji’s pillow is diffracted through
the prism of Hiromichi’s critical method, and, like a ray of light revealed to

26. Motoori, Tama no ogushi, 4:203.
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be a compound of multiple wavelengths, the linguistic elements of the pas-
sage are each broken down into their own constituent elements.

In fact, it seems to me that Hiromichi’s statement on this is somewhat
lacking, especially in its concluding sentence: “Various commentaries mis-
takenly attribute this to the grudge of Rokujo lady. . . . We ought to think
of her only as an extremely mysterious and attractive woman. This seems
instead the work of a spirit that haunts the villa.””’ Yamaguchi Takeshi puts
his finger right on the contradiction that mars Hiromichi’s commentary
here: “While he treats the entire “Yfigao” chapter in terms of its psychologi-
cal descriptions, so that he deals with even the apparition in terms of its
status as a mental phenomenon, the minute he encounters something that
cannot easily be explained in these terms he jumps to the conclusion that it
must be the work of some nonhuman supernatural agent.”**

The traditional commentaries that Hiromichi challenged were charac-
terized above all by a kind of literalism (junkyoshugi). The Genji commentaries,
which began appearing late in the Heian period, arose due to the circum-
stance that readers were no longer able to understand the vocabulary in the
work without supplemental knowledge. This was why these commentaries
focused on explaining ancient court practices and providing authoritative
definitions of archaic terms. These commentaries consistently strive to re-
turn all questions to the authority of linguistic facts, manners, and customs
of the court, historical sources, literary transmissions, and so on. They op-
erate within a conceptual circuit that always attempts to link textual ques-
tions to some sort of empirical historical background. In this sense, there is
no contradiction in the way in which many of the commentaries on the one
hand offer the Kawara villa once owned by Minamoto Toru and mentioned
in the legend of Toru’s ghost threatening the Emperor Uda as the authorita-
tive identity of the “unnamed villa” in the chapter, while on the other hand
they identify the Rokujo lady as the culprit in the murder.” The logic of the
literalism that specifies Kawara as the correct identity of the villa left tan-
talizingly unnamed in Genji does not necessarily lead one to conclude that
the strange woman who appears is a ghost that haunts the unnamed villa.
The ghost of Minamoto Toru, after all, would not be a woman. Instead, the
commentators stick to the actual context of the work and, through an act
of retroactive inference from the subsequent “Aoi” chapter, they reach the
conclusion that the ghost is the Rokujo lady. She was guilty of the second

27. Hagiwara, Genji monogatari hyoshaku, 4:288.
28. Yamaguchi, Y7igao no maki ni arawaretaru mononoke ni tsuite, 2:456.
29. The legend is included in Godansho, a late Heian anthology of setsuwa narratives.
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murder, and therefore, they conclude, she must be the assailant in the first
as well.

Hiromichi, in contrast, attempts to unravel the problem secondhand,
like the reader of a detective novel, basing his conclusions on the presumed
reliability of Genji’s testimony. In other words, he reexamines the woman at
the scene of the crime through the psychological filter of Genji as the per-
spectival character. The scene is viewed through his perceptions of it and
through the surface provided by the words of the author, which give con-
crete shape to that filter. The woman'’s face floats on this surface. Genji sees
this woman at three distinct moments. The first time, it goes without saying,
is the most famous encounter. The second time, by the light of the lantern
he made the night watchman bring, “he had a fleeting glimpse” of the face
of a woman he thought he saw in a dream, but then “it faded away like an
apparition” (Genji, 72). The third time is once again in a dream. Genji, who
wishes to see Yigao even if only in a dream, instead sees “the woman who
had appeared that fatal night” (85).

In the latter two instances, the author clearly emphasizes that what ap-
pears is the woman’s face. Notwithstanding the clear impression he receives
of seeing a face, Genji never recognizes her as the Rokujo lady. Moreover,
this woman freely moves between dreams and reality. This, at any rate,
seems to be the path that Hiromichi’s line of thought follows. Therefore,
Hiromichi positively concludes, citing Genji’s thought near the end of the
chapter, that “he had attracted the attention of the evil spirit haunting the
neglected villa” (Genji, 83), that the “author intends” this as a “female appari-
tion,” one that must be seen as “resolving the case of the apparition depicted
earlier,” and “we should understand the various commentaries that identify
this as the spirit of the Rokujo lady to be mistaken.”*

If we look at it this way, Yamaguchi Takeshi’s criticism, cited above,
begins to seem like an anachronistic projection of modern psychologism
onto Hiromichi’s commentary. The Bakumatsu era during which Hiromichi
lived was an age marked by a mentality in which various odd ghosts and
spirits, residents of the dark, still stirred; it was prior to the dawn of civiliza-
tion and enlightenment when such things would be driven into the realm of
the unconscious. Hiromichi, concluding that these strange apparitions were
all summoned up by Genji’s mind, praises the author’s talents.

The explanations current in China, which say that phantoms arise
out of people, seem to underlie this. The skillful touches of the

30. Hagiwara, Genji monogatari hyoshaku, 4:327.
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author’s writing brush, suggesting such things but leaving them
finally unresolved, repeatedly provide ample evidence of the au-
thor’s rich skill.*!

Phantoms may be born out of people, yet this does not necessarily mean that
the “female apparition” was an illusion originating in Geniji's psychology.
Hiromichi deduces that it was a ghost haunting the unnamed villa that sud-
denly appeared, one that lay in wait as part of the shadowy realm of night
that existed in counterpoint to the glory of the Heian court but that here
took advantage of Yigao’s frail character, as well as of Genji’s unease and his
pangs of conscience over the Roku;jo lady.

Therefore, what Hiromichi praises at length is the “skillful touches
of the author’s writing brush, suggesting such things but leaving them fi-
nally unresolved.” That is to say, what he praises is her use of ambiguity.
Hiromichi locates the author’s skill in a style of writing that does not permit
one finally to pin down people, places, or objects with any authority. In re-
sponse to the fourteenth-century Kakaisho commentary, which identifies the
unnamed villa as the Kawara villa and provides the supposed historical ori-
gins of the Yoigao scene, Hiromichi writes, “This is an example of ‘literalist’
commentaries, but when the name of the villa is deliberately hidden and it
is merely called the ‘such-and-such villa’ (nanigashi no in), we should under-
stand this merely as being an unspecified villa somewhere close to Yfigao’s
residence. It seems to be a separate residence for Genji.”* According to his
commentary, the site where Ytigao meets her sad destiny is deliberately left
unspecified; it exists in a realm that is discontinuous with extratextual re-
ality. But within the fictional world constructed in the work, this desolate
scene with its ghastly atmosphere appears as a perfectly autonomous space.
All forms of literalism remain trapped in the closed circuit of language’s in-
dicative functions. But Hiromichi escapes this. He alone is able to grasp the
autonomous, for-itself image produced through the narrative, the virtual
image that emerges only by means of a different semantic function, one that
is filtered through the poetic functions of language. We see this in his read-
ing of the unnamed villa and even more so in his explication of the truth
of the female apparition. In the introduction to his annotation of “Yigao,”
Hiromichi writes that “because all made-up tales are by definition things
that are created, apparitions which take astonishing forms” are numerous
in them.” And in general, he notes, such mysterious apparitions are in the

31. Hagiwara, Genji monogatari yoshaku, 4:710.
32. Hagiwara, Genji monogatari hyoshaku, 4:282.
33. Ibid., 4:249.
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end usually resolved and order restored by calling on the power of the spirit
of Kannon or some similar entity. But the author of Genji, Hiromichi writes
with admiration, makes the female apparition appear “in one passage in a
remarkable scene,” and she “never resorts to this sort of forced device”**
Yamaguchi Takeshi quite correctly says that this represents the surprise
that Hiromichi felt upon discovering something that was not in Edo novels,
which were characterized by “plots that were contrived and dramatized to
the point of absurdity.”*

A critic from the mid-nineteenth century in the Edo period attempts
an original interpretation of a narrative from roughly 850 years before his
time and comes to admire the newness of its writing techniques, a newness
that seems fresher than the fiction written in his own day. And now, as we
reconsider his work, it is our turn to admire the freshness of the critical gaze
that Hiromichi turned on Genji, the freshness of his methodology, whereby
he explicated the narrative discourse of a fictional monogatari solely through
the functioning of the language in which it was composed. The problem
of theorizing poetic language, especially that of fictional narratives, which
Hiromichi began to uncover before illness halted his work prematurely, is
continuous with contemporary criticism and the issues that it faces more
than a century after Hiromichi’s work. Next to the remarkable complexity
and breadth of the problems his Commentary on the Tale of Genji attempted to
resolve through the terminology that was available to him, the representa-
tive works of what we call criticism in this modern period cannot but pale
in comparison.

NOTE

This essay was originally published in Kaie 4 (October 1978): 246-59.

34. Ibid.
35. Yamaguchi, Yfigao no maki ni arawaretaru mononoke ni tsuite, 2:451.
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CHAPTER

2

The Embodied Self

Kamei Hideo

Translated by Jennifer M. Lee

Although the topic is quite removed from a discussion of Ooka Shohei’s The
Battle for Leyte (Reite senki, 1967-70), in order to rethink the issues at stake in
it from the ground up I would like first to return to the work of Tsubouchi
Shoyo (1859-1935). As is well known, in The Essence of the Novel (Shosetsu
shinzui, 1885-86) Shoyo defines the novel as follows: “The main business
of the novel is human nature (ninjo). Social conditions and behaviour rank
second. By ‘human nature,” | mean man’s sensual passions, what Buddhism
calls the one hundred and eight appetites of the flesh.”’ He adds:

A novelist is like a psychologist. His characters must be psycho-
logically convincing. Should he contrive to create by his own in-
vention characters at odds with human nature, or worse, with the
principles of psychology, those characters would be figments of
his imagination rather than human beings, and not even a skill-
ful plot or a curious story could turn what he wrote into a novel.
(Essence, 24)

To begin with, I would like to address the reasons why Shoyd introduced
psychology in the Essence of the Novel, as well as the methodology of psy-
chology he employed.

It is likely that Shoyd read the abridged translation by Inoue Tetsujird
(1855-1944) of Alexander Bain's The Senses and the Intellect (1855) in a uni-
versity psychology class. Although I know very little about Alexander
Bain (1818-1903), Inoue identified the defining characteristics of his work as

1. Tsubouchi Shoyo, The Essence of the Novel, translated by Nanette Twine, Occasional Papers,
no. 11 (Brisbane: Department of Japanese, University of Queensland, 1981), 23. Further
quotations from this translation are cited parenthetically as Essence. All the footnotes are
by the translator.
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follows: “In the original text, Bain approaches psychology from a physiolog-
ical perspective. This represents his outstanding achievement in the field of
psychology.” That is, in order to elucidate the processes whereby objective
external reality elicited the formation of mental concepts inside a person,
Bain began from a neurological explanation of the sense organs. From our
present-day perspective, his was nothing more than a commonplace form of
empirical associative psychology, one that traced the acquisition of concepts
through the accumulation of experiences of sensibility, their possible as-
sociations, the internal affective experiences that arose in response to the
sensual experience of external images, and the expansion of the emotional
realm through acts of memory and anticipation. Traces of idealism continued
to cling to it, but psychology, which had distanced itself from philosophical
idealism and adopted the methods of the natural sciences, was at the time
almost the sole true science of the human being. Shoyo’s understanding of
psychology was based on this. Inoue Tetsujird constructed a genealogy of
psychology as a natural science, linking Alexander Bain to John Stuart Mill
and Herbert Spencer. In his theory of the novel, Shoyo regarded the physio-
psychological domain that constituted the object of observation of this sci-
ence as being the essential nature of human beings. His theory of the novel
advocated the need to express “human nature” (nirj0) in a way that affirmed
this nature just as it was; it rejected works that manipulated characters like
marionettes in order to fit them into preexisting concepts.

Still, Shoyo did not call for observing people in the manner of a psy-
chologist, a sound position on his part. He certainly understood the neces-
sity of basing characters on observation. But since he did not make a short-
circuited equation of observation with description, and of description with
novelistic expression, he did not assert that psychological observation would
by itself lead to the depiction of lifelike characters, writing, “The characters
and events of the novel, unlike those of an ordinary biography or history,
are entirely figments of an author’s imagination. They are pure invention”
(Essence, 48). As such, the aim of novelistic “style” (bun, meaning ji no bun,
passages of narrative description rather than spoken dialogue) was not to
reproduce faithfully the object of observation since “Language is spirit and
style is form” (59-60). Furthermore, “Style serves both as a vehicle and an
adornment for thought” (50). For these reasons, to presume the theory of
realism as it was subsequently espoused in naturalism and, taking The Tem-
per of Students in Our Times (Tdsei shosei katagi, 1885-86) as a “realistic” novel
in that sense and then criticizing its failure to achieve consistent realism, is
to completely misread what Shoyd meant in his theory.

That being the case, how can people’s nature be discovered and how
can this be given expression? Shoyé thought this could be realized through
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the dialogue that characters exchange with one another. The word language
(kotoba) in “Language is spirit” meant the spoken dialogue of the charac-
ters in a story. Emotions “expressed with complete frankness in speech”
(Essence, 60) ought to be depicted without embellishment. In short, this is
what Shoyo meant by the “depiction of human nature.” In the preface to
The Newly Polished Mirror of Marriage (Imotose kagami, 1886), too, he asserted
that “Spoken dialogue is natural language. The novel is based on nature.
If one aims to depict the reality of nature, one must use natural language.
... By depicting the language just as it is, one renders visible the wonderful
workings of nature.”?

Sometimes, though, unexpected things happen. It is not difficult for us
today, of course, to locate fundamental shortcomings in Shoyo’s understand-
ing of language. Nonetheless, he faithfully put that theory into practice. For
example, the unsophisticated speech of women of Tsukiji, located in the
lower-town (shitamachi) section of Tokyo, was reproduced unaltered in The
Newly Polished Mirror of Marriage even as Shoyd appended comments such
as “the reader is cautioned that from time to time this woman uses crude
language” (MBZ, 16:165). “Depiction of human emotion” meant to express
emotions using “natural language.” But the problem still remained as to
how to convey inner feelings that were not verbally articulated to others.
Shoyd devised a surprisingly honest solution to this problem. At first, he
depicted a maidservant, Okagi, muttering a soliloquy out loud to her-
self. But he subsequently experimented with expressing Oyuki’s interior
monologue after giving it the following setup: “Let’s take out our magic
mirror and reflect her innermost thoughts” (16:216). Techniques that are now
familiar to us as matters of simple common sense, such as internal confes-
sion or stream of consciousness, were only realized in the history of the
modern Japanese novel after having gone through this kind of roundabout
procedure. Moreover, this achievement led to another change in mode of
expression. A character’s interior confession now also attempted to depict
the external surrounding environment as it appeared to that character. It
was at this point that a mode of expression was born in which the external
world was unified with the internal necessity of the character in question so
that a description of the external world was capable of revealing the interior
state of fictional characters. Shoyd put this technique into practice in The
Wife (Saikun, 1889).

2. Tsubouchi Shayo shil, edited by Inagaki Tatsurd, in Meiji bungaku zenshii, 99 vols. (Tokyo:
Chikuma Shobo, 1965-83), 16:164. Subsequent passages quoted from this series are
identified parenthetically as MBZ.
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Recently a certain journal published a special issue on the genbun itchi
(unification of written and spoken language) writing style, but all the ar-
ticles in it failed to grasp the essence of the problem. A novelist first es-
tablishes the perspectival character, a character that is under the sway of
the immanent necessities of the fictional world. The novelist then gives
expression to the external environment only insofar as it seems necessary to
the senses and emotions of that character. The writing style born out of this
is what we now call genbun ifchi. The conventional schema, which maintains
that Shoyo continued to use the older literary bungotai style and that it was
only with Futabatei Shimei (1864-1909) that true genbun itchi was created,
in fact completely misses the point. Defining genbun itchi as a writing style
based on spoken language is insufficient. The defining quality of this style is
that it is mediated by internal confessions that appear only with the rejection
of spoken dialogue exchanged between the characters in the story, that is,
by the internal consciousness of a character who has no interlocutor with
whom to speak. Incidentally, modern literary standards for nature descrip-
tion were also created from these same circumstances. Taking the hint from
psychology, sense perception and sensibility are regarded as constituting
the essence of human nature, and a tendency arises to depict the external
world as it is contemplated by the eye and ear. We have become accustomed
to considering expressions that depict nature in this way as accurate and
reliable descriptions. If we fail to see this, we will never satisfactorily resolve
the problem of literary “naturalism,” which has been a topic of such debate
lately.

Try comparing part 1 of Futabatei’s Ukigumo to The Temper of Students
in Our Times, part 2 to The Newly Polished Mirror of Marriage, and part 3 to
The Wife. It soon becomes clear that Futabatei was in fact following in the
tracks of Shoyo’s experiments. However, Futabatei was ahead of Shoyo on
one point. To illustrate this, I highlight a line from a collection of Futabatei’s
notes, Piles of Fallen Leaves: A Second Basketful (Ochiba no hakiyose, 1889): “Any
given thing exists in itself. And simultaneously it also exists for itself. A
thing that exists only in itself is an ‘object” and cannot be a ‘subject.” A thing
that exists simultaneously in itself and for itself is both ‘object” and ‘subject””
(MBZ, 17:42).

Futabatei probably became acquainted with this Hegelian epistemology
through his studies of Vissarion Belinsky. Rereading Ukigumo through this
epistemology, one can see that he clearly distinguished between the emo-
tional expressions of Osei and Bunzd in part 3. In other words, Osei was
unable to go beyond the “thing in itself” aspect of her emotions. Bunzg, too,
was like that at one time until:
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His outer calm contrasted sharply with the activity within him.
Jolted into awareness by the cruel treatment he had received, he
suddenly saw things in an entirely new light. The veil of passion
which had been distorting his reason was torn away and his mind
grew clear. With his dormant intellect finally awakened, he was
able to evaluate the world around him sensibly and objectively. In
some intangible way, Bunzo was reborn, although not completely,
of course. And when he reviewed the events of the past few days
with the benefit of this new insight, he was amazed at how foolish
he had been.’

Subsequently Bunzo is able to objectify his own emotions in both their in-
itself and for-itself aspects. At the same time, Bunzo comes to see clearly
Osei’s unhappiness, condemned as she is to fluctuate continuously as the
passive object of environment and circumstance. The author’s viewpoint on
the work’s characters is now carried over without alteration to take the form
of Bunzo’s self-understanding and his critical consciousness toward Osei
and Honda Noboru. To put it differently, a protagonist who was immanent
to the fictional world of the work yet capable of taking up the author’s
viewpoint on that world here made its first appearance in the history of
Japanese fiction.

Futabatei, too, seems to have encountered Alexander Bain’s work. In
Piles of Fallen Leaves: A Third Basketful (composed late in 1890), we find the
following observation.

If a person wants to study psychology, he first must discuss what
consciousness is. . . . According to Bain, “consciousness” has two
meanings. In a broad sense, it means awareness of sensation [reidan
jichi, a Buddhist term] in contrast to a state of unconsciousness. In
the narrow sense, the term means in particular the active form
of self-reflection. . . . If this is so, we can provisionally define
consciousniess as the mental function by which the mind becomes
aware of its own functioning. To clarify and explain in more
detail this self-awareness of its own functioning, assume for a
moment that something exists in the external world. That external
thing acts as a stimulus to the five senses. The operations of the
five senses then produce an image in the brain. A person is not
“consciously” aware of the processes in the body that produce

3. Marleigh Grayer Ryan, Japan’s First Modern Novel: Ukigumo of Futabatei Shimei (New York:
Columbia University Press, 1967), 333. Subsequent quotations from this translation are
cited parenthetically as Ukigumo.
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this image, but is aware that the images thus produced appear
“consciously.” This is what we mean by consciousness. Seen in
this way, consciousness and the production of mental images are
two distinct functions of the mind. (MBZ, 17:186-87)

Shoyo regarded the physio-psychological domain that is the object of
psychology as constituting the essence of human nature, but he had no
interest in how psychology came to be established as a form of knowledge.
Futabatei was exposed to Bain and came to believe that psychology
consisted precisely of the consciousness of physio-psychological processes
(the mental phenomenon produced by images in the brain when the five
senses receive stimuli from an external object). If there existed no conscious-
ness that was aware of its own processes in this way, then humans would
be unable to posit as an object of knowledge their own human nature. The
human being can only cognize as its own essential nature those physio-
psychological processes that human beings become consciously aware of.
This consciousness and the processes of which it is conscious taken together
are called the “mind” (kokoro). The mind knows its own desires, and at the
same time it must accept these desires as constituting its own essential
nature.

The mind is aware of its own act of seeking. The object of sensibility that
it seeks is also, of course, present. A literary work that focuses primarily on
this sort of mental state by its very essence has to adopt the form of a first-
person narrative. We typically regard the mode of expression in such works
as belonging to a person who has awakened into self-consciousness just as we
have created the convention of taking such works to be the reflections of the
interiority of the author’s own self. The protagonist in Chance Encounters with
Beautiful Women (Kajin no kigii, 1885-97) in many aspects closely resembles
the author, Tokai Sanshi (1852-1922), and so it has been labeled Japan’s earli-
est autobiographical work. However, hardly anyone reads it as an I-novel
(shishosetsu). The nature of its mode of expression does not allow it to be read
as such. In comparison, the personal circumstances of the author Futabatei
and his protagonist Bunzd in Ukigumo are quite different, yet Bunzd is of-
ten read as if he were a stand-in for Futabatei. This mode of reading did
not simply arise out of preexisting studies into authorial biography; rather,
it was the protagonist’s mode of self-expression that prompted readers to
turn their interest to the author’s life. In that sense, it seems clear that while
Futabatei was writing Ukigumo—and in particular part 3—he was putting
into practice his understanding of psychology, which, as we have seen, was
suggested to him by Bain’s work.
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Just when Futabatei succeeded in creating the mode of expression
for portraying the mental world, one that depicted the dawning self-
consciousness so typical of what we call “modern literature,” at precisely
that moment he abandoned writing Ukigumo. Shoyd, too, gave up writing
fiction soon after he had successfully developed his technique of using inner
monologue as a means of giving expression to the external environment in
a way that meshed precisely with the protagonist’s interior. Why? It is not
simply that their experiments were ahead of their time. In fact, the reasons
why they abandoned novel writing are located within the very successes
they had achieved.

To repeat, the mind is aware of its own desires, and the object of sensi-
bility that it desires exists before the eyes. However, that is not a complete
picture of the mind. The mind also produces objects of a spiritual nature that
transcend sensibility; moreover, it is entangled in institutional and political
processes that can never become direct objects of cognition or sensibility. It
is inconceivable that the latter aspect of mental functioning was absent in
the case of Futabatei. But because his interest was limited to those aspects of
the mind that were believed to constitute the essence of human nature, he
was able to take up as the object of expression only the emotional confusion
evoked by the real object of sensibility. To understand why Bunzd was fired
from his job, one would have to probe the institutional and political situation
at the government office where he worked. Yet Bunzo seeks the cause solely
in the emotional situation that exists between him and his boss. He can only
find crude explanations such as “I must have been fired because I wouldn't
play up to the boss. The boss is a bastard” (Ukigumo, 226). This plebian nar-
rowness of Bunzd’s mind (and of his sphere of concern) originates in part,
of course, in the author’s one-dimensional understanding of the mind, but
it was also a matter of necessity that the mode of expression of that mind
would be limited to the sphere of personal negotiations between members
of the family. When Shoy®o, too, turns his perspective away from the stand-
point of grasping the interior and toward expression of the external envi-
ronment, the world that his method could give expression to was inevitably
limited to the domestic sphere of the family. Limiting the fictional world to
the emotional conflicts elicited in the process of negotiating with concrete
others who are immediately at hand was the only method either author
possessed for actualizing what they understood to be the workings of the
mind.

Moreover, this viewpoint that limited itself to the domestic space of the
family could see only the following sort of wretched condition: “Underneath
lay a loathsome, greedy, self-indulgent, immoral, cruel mass. . . . They
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thought only of themselves. They spoke only in self-interest and acted to
satisfy their greed. They deceived each other and were deceived” (Ukigumo,
350). This is the reality of family that is exposed in all its ugliness. But we
must note that this is, in fact, the human condition bestowed by Futabatei
on Bunzo and his narrow-mindedness. Ultimately, what is wretched here
is Bunzd’s own mentality. Must we accept this miserable state of mind as
constituting the essence of human nature, its “naturalness”? In the end, it
seems that Futabatei had no interest in confronting the question of whether
this actually constituted human reality. As a result Ukigumo was abandoned
unfinished. In Shoyd’s abandonment of novel writing, too, it seems likely
that similar circumstances were at work.

But what we are dealing with here is something more than a simple
abandonment of fiction. From the Temper of Students in Our Times through
the opening sections in The Newly Polished Mirror of Marriage, and in parts 1
and 2 of Ukigumo, we find an attempt—albeit a brief one—to create a literary
style that clearly worked to solicit increased sympathetic identification on the
part of the reader’s gaze. For example, in the opening of The Newly Polished
Mirror of Marriage, Otsuji is introduced as follows.

She is around sixteen or seventeen years old. Her skin color is re-
markably white. Her eyes are extremely pure. . . . It looks as if she
has just put on makeup. Her hair is in the popular fenjin style. Al-
though the bound hair is thick, it looks light. Two or three strands
of loose hair have ever so pitiably wandered astray (aware hotsure)
around her eyebrows and enhance her elegance. One flaw is that
her teeth are not straight. (MBZ, 16:165)

In general, the mode of expression here is quite commonplace, but the ex-
pression of “ever so pitiably wandered astray” clearly strains credulity. Of
course, it is not an expression that is born out of a desire to portray the
depicted object faithfully and accurately. That being the case, we should
understand it as an expression that manifests the author’s own claim on the
depicted object. But, as is clear from the light and playful tone, the author
does not narrate this claim out of some powerful personal motivation. How
about we throw in yet another attractive attribute for this already charming lady?
The passage is written out of this sort of idea, as if the narrator was indulg-
ing in lighthearted gossip with the reader. In this way, the reader seems to
join in the game of deriving fanciful figures for depicting the object in an in-
teresting manner, the game of tossing off harmless commentaries and criti-
cisms. This kind of expression can be found in abundance in the first half
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of Ukigumo. It is produced under the premise that writer and reader occupy
a single, shared place or, rather, that such a shared place must be produced.

However, once the focus shifts to depicting characters’ internal mono-
logues, this attempt to produce a sphere of mutual interest shared with the
reader disappears. Once passages of description come to be measured by
a new standard, which rejects both the excessive and the underdeveloped,
such expressions and the idea behind them are rejected and expunged from
the work as superfluous. What was the end result of the rejection of this
mode of expression and of its replacement by a mode based on identification
with the interiority of a specific character in the work? It was the narrow-
mindedness of a person who could only depict the wretched reality of other
people that was manifested when they were grasped through that person’s
interiority, that is, only as they appear as items of interest to that single
person’s mind. Once the literary style that tried to live out a sense of shared
interest with the reader was discarded, the cause that would eventually lead
to the abandonment of fiction writing was in place.

As may be clear already, what I want to argue here is that while we may
have followed the path that Shoy6 and Futabatei so painstakingly pioneered
the fundamental problem that they confronted remains unsolved. Far from
it: the writers associated with naturalism tried to leap over in one fell swoop
the procedures that Shoyo and Futabatei had followed so painstakingly, and
as a result those writers fell completely under the sway of the concept of the
“naturalness” of human nature, a concept they dull-wittedly transformed
into a vulgar theory of instinct. Facing the phenomenological aspect of na-
ture, one that was created by human hands, they depicted this as if it were
unadulterated nature itself so that this theory of depiction inadvertently
rendered the self-limitations of their perception into something even more
fixed. Moreover, even the workings of the author’s sensibility as it perceives
the object were subjected to the norms of naturalism. These writers had no
interest, of course, in the problem that led Shoyo and Futabatei to abandon
fiction writing.

Many of them were at some point influenced by Christianity. Taking this
point into account, it seems they ought to have been familiar with the manner
in which human minds seek a spiritual object that transcends sensible
perception. However, we must note that almost invariably they ended up
moving away from Christianity after some sort of awakening to sensuality
(sensual pleasures), as they frequently narrate in their autobiographical
writings; it was thus that they reached the state of full-blown naturalism. It
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was as if the very act of accepting as “natural” a desire for the opposite sex,
as if this transformation in and of itself was the truly “natural” course for
human nature to follow. A few still pursued the idea of a conflict between
spirit and flesh, but they were incapable of developing this into a depiction of
the grand conflict between the spiritual and bestial qualities that coexist in
a single individual. Rather, they all fell into the same outcome: worshipping
at the altar of “divine” flesh. To put it bluntly, this was nothing more than a
convenient pretext to justify running off to a new woman. Yes, it is true that
even in their “narrow-mindedness” they did at times confront the question
of art and its relation to action. But because of their narrow-mindedness
they lacked from the start a driving interest in historical processes of
an institutional and political nature; the only form of action they could
countenance was to use the naturalistic view of humanity to topple the false
idols that were the conceptual norms of everyday life and common sense.

Ironically, this form of “action” was adopted by critics asamethodological
principle. While critics after naturalism faded did outgrow the more vulgar
theories that explained human nature through instinctual determinism, their
approach, which used the supposed naturalness of human sensibility and
emotions as a standard against which to judge and dismiss the intellectual
content of a work, was an identical twin to the “action” espoused earlier by
the naturalists.

In this sense, itis obvious that behind the critics who rely on this criterion
of naturalness there stands the figure of Shiga Naoya. This is because Shiga,
recognizing the often violent power of mental and physical desire, remained
to the end utterly faithful to his emotions and therefore became the writer
who most successfully achieved a sense of absolute reality in the expression
of sensibility. He rejected the gloomy view of instinct that characterized
the naturalists and thereby reached a solution to the problem of the
“naturalness” of human nature that had confronted writers since Shoyo; he
was less a writer of naturalism than of naturalness-ism. He believed that
remaining candid and faithful to one’s emotions was precisely the way to
elucidate emotion; just as it was also the way to grasp the value of the object
of sensibility and to see through the true identity of others. Shiga did not
attempt to write critical essays, nor did he place any faith in literary critics,
yet there is no other writer who evidenced more clearly the fundamental
attitude that critics ought to have taken up, nor any who put into practice
more fully the normative realism that was characteristic of the expression of
sensibility. No matter how much later critics vented their dissatisfaction over
the self-centered nature of the I-novel, as long as their fundamental attitude
remained unchanged it was impossible for them to uproot the normative
authority Shiga enjoyed as the most complete realization of the ideals that
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characterized modern literature in Japan. What’s more, in the end the critics
themselves were forced to limit their own practice to a kind of empiricism
that sought in the author’s real life models for the objects of sensibility that
composed the protagonist’s mental state. This method of criticism was a
priori powerless in the face of the literary work, yet, because everyone has a
certain degree of understanding with regard to everyday life, it was possible
for these critics to whitewash their powerlessness through criticism. that
feigned a “knowing” attitude. Moreover, by contrasting the work with the
empirical facts they had uncovered regarding the author’s real life, they were
able to make various statements regarding it even if such statements were
grounded in such uninspiring notions as “authorial license” or an “authorial
blind spot.” The generation of literary critics who attempted to create and
produce postwar literature, of course, attempted to overcome this method,
but the period in which they raised their doubts about postwar literature
was also a period that saw a revival of this form of literary criticism. Once
again empirical studies into the real lives of authors flourished, as did the
critics who relied on them.

Be that as it may, as Futabatei had already pointed out, one’s emotional
self as it “exists in itself” must be lived out straightforwardly and sincerely.
Yet in addition to that it must also exist as an object “for itself.” First of
all, one must honestly and openly bring one’s emotions into view. But if
one then thoroughly probes the situation that has compelled one to have
the emotions thus objectified one realizes that the cause of them does
not lie solely with the object of sensibility that lies before one’s eyes; one
becomes able to perceive the society and its modes that caused the object
to take this phenomenal shape, a shape that determined the emotional
response one could have toward it. At this point, one begins to see how
society should be changed and to grasp the form of revolutionary process
that seems necessary and inevitable to one’s self. It was with this idea in
mind that Nakano Shigeharu (1902-79) approached proletarian literature.
But the proletarian literature movement as a whole could not bring this
brilliant idea to life. Instead, it presumed that sociopolitical knowledge had
first to be established and only then could a class-conscious, revolutionary
worldview be bestowed on the workers” emotional selves with regard to the
evil capitalists and the agents who controlled them. This mode of expression
of emotion was nothing but an inadvertent recycling of the naturalism that
had produced Shiga-like norms, so it could give rise only to expressions of
haughty and narrow-minded emotions of aggression and bald-faced self-
justification for the words and deeds that arose from such emotions. It was
unable to carry out Nakano Shigeharu’s method, one of breaking through
narrow-mindedness and opening up onto the realm of the social and
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political by negating the very emotions one had expressed affirmatively. As
a result, it was unable to develop into a movement that lived out the internal
necessity of the individual author.

In order to cover this flaw and incorporate the desired class and
revolutionary feelings into literary works, the writers themselves became
party members. But this resulted only in the death of everyday sensibility as
evidenced in the following passage from Life of a Party Activist (To seikatsusha;
1933) by Kobayashi Takiji (1903-33): “My mundane life as an individual
existed no longer. Now even the seasons existed for me only as one aspect
of party life. Things such as flower viewing, blue skies, and rain could not
be thought of as independent things.”4 In The Cannery Boat (Kanikdsen; 1929),
Kobayashi distinguished himself as a great author by successfully giving
expression to the violent passions that derived from the (self-)knowledge
arising out of the fishermen’s bodily existence. But he regarded this passion
as something “naturally” produced by class. He attempted to develop it into
a mode of expression that would serve as the rigid norm for revolutionary
emotion. Ultimately he had no choice but to transform himself into a
normative model for the revolutionary human being, which in turn resulted
in the death of sensibility. His belief that emotion constitutes the natural in
human nature was problematic from the start.

As the proletarian literature movement collapsed, once again a school
of critics emerged that called for the restoration of human nature. What they
meant by human nature was a group of concepts selectively chosen in order
to affirm emotion and desire as the essence of human existence, in which,
of course, a tendency toward normative standardization already existed. If,
in spite of this, one is deceived by the external appearance of their being
human nature, and if one is dragged along unself-reflectively by this already
sketched-in tendency, the only possible result is the rise of a new set of
institutional and political norms. This explains the appearance of the Japan
Romantic School (Nippon Romanha), which succeeded in overlaying this
“natural” external appearance of emotions with an additional set of norms,
norms of an ethnic and national character. What awaited the people who
supported this and attempted to adopt these norms, needless to say, was the
death of the human being. This same process has been repeated many times.
Even now there are many writers and critics who are blithely convinced that
emotions are the most natural part of human nature. It behooves us to listen
with skepticism to their statements whether they are linked to the political
Left or Right or even when they are politically neutral.

4. Kobayashi Takiji, T0 seikatsusha (Tokyo: Shinké Shuppansha, 1946), 220.
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As the reader may be aware by now, I am not trying to write a conventional
author study (sakkaron) in the ordinary sense of the term. Instead, Iam tracing
the work of Ooka Shohei (1909-88) in order to reconsider fundamentally, just
as he did, the theoretical problems I have been discussing.

Of course, Ooka did not begin writing fiction for the purpose of
launching a comprehensive critique of the history of the modern Japanese
novel. For example, the first chapter, “Tsukamaru made,” of his Taken Cap-
tive: A Japanese POW’s Story (Furyoki, 1952), begins as follows.”

On January 25, 1945, I was captured by American forces in the
mountains of southern Mindoro in the Philippines. The island of
Mindoro, situated to the southwest of Luzon, is about half the size
of our Shikoku. It had no military facilities to speak of, and the
forces deployed there comprised but two companies of infantry
nominally occupying and patrolling six strategic points along the
coastline.’

This is a startling opening—at least in terms of its disturbing subject
matter—vyet the narrative voice in fact adopts a calm, matter-of-fact report-
age (documentary) style. “Tsukamaru made” was written at a time when
it was still common for soldiers to feel shame and guilt about having been
captured; therefore, Ooka was particularly concerned neither to fall into
self-denigration nor to overcompensate by becoming aggressively defen-
sive about his past. Nor, of course, could he adopt a hyperbolic tone. In this
way his self-discipline gives rise to an impression of objectivity. Writers of
I-novels, through sustained practice, had already developed a way of writing
that adopted a stance of detached observation toward the self; this work was
written out of a resolve to grasp the real situation in an even more prosaic
fashion, in other words, to cognize it as lucidly as possible.

The intended recipients of this report were all those who until August
15, 1945, were trapped under the conditions of war whether at the front or
behind the lines, in other words, a large number of fellow Japanese. The
content of the report consists of a detailed account of how a middle-aged

5. In April and May of 1946, Ooka wrote “Furyoki,” which was later retitled “Tsukamaru
made.” A collection of thirteen reminiscences, it was published in book form in 1952
under the title Furyoki.

6. Ooka Shohei, Taken Captive: A Japanese POW's Story, translated by Wayne P. Lammers (New
York: Wiley, 1996), 1. Further quotations from this translation are cited parenthetically
as TC.
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recruit became a prisoner of war (POW). Just as those behind the front lines
faced the daily threat of aerial bombardment, those sent to relatively quiet or
inactive battle zones experienced war in their own way. In each battle zone,
of course, fierce combat and aerial bombing produced many casualties. It
might appear that those who survived and who, as they scrambled blindly
seeking cover, were taken captive by the Americans had a comparatively
easy and comfortable life. But those POWSs, under constant surveillance,
hardly enjoyed a life of ease. They were subjected to enforced idleness,
which they had no choice but to live out, just as others elsewhere had no
choice but to live out the particular conditions of war that they encountered.
Presenting the POWs in this way rendered them into persons as qualified to
talk about their war experiences as anyone else.

But what Ooka introduces first is the situation on Mindoro Island, where
his garrison was stationed, as well as the general reaction to the war among
“we soldiers.” Among the members of the garrison, the first one singled out
as an object for individualized description is the squad leader. At the same
time, the narrating “I” clearly takes up the position of the protagonist. From
this point on, a tone reminiscent of the I-novel comes to dominate.

I do not know to what degree Ooka himself was conscious of this, but
in his works the protagonist’s self-understanding tends to grow clearer in
tandem with his understanding of some objectified “Other.” It is a form of
literature diametrically opposite to that which is characterized by interior
monologues. Here, the “I” understands the commander in the following
terms.

He had been cast in the mold of the sensitive commander—the
kind who accepted the dictates of the war as his highest calling,
yet felt a deep sense of personal responsibility when it came to
passing those dictates on to his subordinates. As a rule, men like
him find it difficult to justify what they ask of their subordinates
with anything other than their own deaths. (TC, 5)

Naturally, due to the difference in rank, interaction on friendly terms with
this commander was not permitted. But rather than saying that the protago-
nist reached this conclusion by observing his commander’s everyday behav-
ior, it seems more accurate to say he reached it through a kind of dialogue
carried out wordlessly through everyday behavior and mutual observation.
Ooka’s gazing eye bore a form of visual intentionality that pursued as its ob-
ject the internal self of the Other. This is the defining characteristic of Ooka’s
literature, one that clearly distinguishes it from the mode of expression of
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most modern literature, which attempts to peer into the mind of the Other
by way of the self’s own interior.

The gazing eye that is produced through this kind of visual intentional-
ity not only observes, contemplates, and absorbs the visible but also intui-
tively understands even processes that are not readily visible. The following
passage illustrates this.

The young lieutenant had gained his rank by way of the reserve
officer training corps. He was only twenty-seven, but he had a
taciturn, mournful air that made him look no less than thirty.
Never once did he speak of what he had seen or experienced at
Nomonhan, but I daresay it showed in the expression of his eyes,
of his face. Sometimes I even thought I could smell the stench of
his dead comrades still clinging to his person. (TC, 4)

Battlefield experiences involuntarily forced on this young commander
leave him in a situation where only his own death can make up for what
has happened to those around him. The gazing eye of the “I” who intuits
this harbors an emotional response of pity toward the commander. In later
years, Ooka would say that he did not especially sympathize with those
who died under the conditions he had endured. This surprising statement
is perhaps best understood as Ooka’s shame speaking, as it tries to drown
out the traces of his own meek and gentle personality. Be that as it may, in
this work he interpreted this young and melancholic commander’s difficult
position thus: “He had been cast in the mold of the sensitive commander—
the kind who accepted the dictates of the war as his highest calling, yet felt a
deep sense of personal responsibility when it came to passing those dictates
on to his subordinates.” Likewise, in The Battle for Leyte he evidences great
sympathy as he retraces the actions of midlevel commanding officers.

This “I” who fixed his gaze on the commander also reveals his own
interior self.

Iidentified closely with this young CO [commanding officer] and
was privately very fond of him. Though in a considerably differ-
ent sense from him, I, too, lived in the face of my own certain
death. . . . I held nothing but contempt for the General Staff who
had dragged our country into such a hopeless fight. Yet, since I
had not had the courage to take any action toward preventing
that fight, I did not feel I could claim any right, at so late a stage,
to protest the fate to which they had consigned me. This reason-
ing, which placed a single powerless citizen on an equal footing
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with the massive organization by which an entire nation exercises
its violent power, seemed almost comical to me; and yet, had I
not taken such a view, I could not have kept from laughing at the
absurdity of the predicament in which I found myself, traveling
rapidly toward a meaningless death. . . . Eventually I realized
it was not the nature of the impending death that troubled me;
it was simply living with my own certain extinction so close at
hand. (Adapted from TC, 5-6)

This is an almost frighteningly clear resolve and, as the last sen-
tence of the quote discloses, it also demonstrates one way to come to an
understanding of one’s life. Moreover, this resolve cannot be simply
dismissed as an abstract concept. The proposition that freedom is nothing
but a necessity that has been recognized and accepted was often a subject of
debate when the Marxist movement was thriving. However, necessity in this
case means that of historical processes, and, setting aside the question of
whether this necessity can actually be recognized, is there not another kind
of necessity that we must encounter more personally? In other words, when
we acknowledge the inevitability of our own death, does this recognition
of necessity lead to another kind of freedom? Marxism could provide no
satisfactory answer for such a personal question. Here one can benefit from
the thought of Lev Shestov (1866-1938). Although Kobayashi Hideo (1902-83)
took up Shestov while pursuing a different motive, he used him to discuss
true human freedom in his interpretation of the following poem by Yoshida
Shoin (1830-59).

The summoning voice
I wait for it
Nothing else to wait for

In this world of living

Here the summoning voice is that of the executioner, who will summon the
prisoner to his death. The poem is set, of course, in wartime.

Ooka Shohei’s resolve belongs to the same lineage as this poem; he was
painfully aware that the summoning voice was sending him to his death.
The political processes that became visible when he consciously recognized
the relation to historical necessity of his inevitable death now appeared
ridiculous. But since he had never attempted to stop these processes in the
past, he was not entitled to protest being sent to his death now. He resolves
that he must die this meaningless death. To expand on the implications
of this, it means that as long as the political realm exists in this world the
potential for unnatural death will always threaten the people who live
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within it. This is because human beings are fated to carry the burden of the
political. In this sense, dying under the sway of the political is always for the
person in question a disastrous accident.

What “1” observed in the young commander’s countenance and behav-
ior was the tragic spiritual wound of the catastrophe at Nomonhan, as well
as a foreshadowing of the catastrophe still to come. For “1” there is nothing
more pitiful than to see the commander smile his “victim’s smile.” The rea-
son is that this smile not only reveals his status as a victim of fierce fighting
in the past but also that he remains a victim in the present moment. His
present self, placed in the unhappy position of having to force his powerless
subordinates into battle, attempts to tough it out by smiling a victim’s smile.
Even from the perspective of this officer, who takes the demands of war as
if they were a categorical imperative, the combat and death awaiting “1” and
his comrades have no great moral value; nor does their sacrifice possess any
great strategic value. Even from the perspective of this young officer, who
believes in the war, the deaths of the soldiers who bring to his lips the vic-
tim’s smile were meaningless. What was the point of it all?

One reaches an understanding of some other person; this then becomes
the medium through which one comes suddenly to perceive one’s own self
and its situation. This was Ooka’s characteristic mode of self-awareness, and
it appears in passages such as the following from “Tsukamaru made.”

The time came to move out. As I started to fall in after the others,
the sergeant turned toward me, though avoiding my eyes, and
said, “Ooka, you think maybe you should stay?” His words made
me realize how much of a hindrance I was likely to become to the
others, as well as how my present condition must have looked to
the eyes of a professional soldier. I replied, “Yes, Sir,” and lowered
my rifle from my shoulder. (TC, 9)

It also gives birth to the following passage from Fires on the Plain (Nobi;
1952):” “When I said good-by, I noticed that one of the soldiers with whom I
exchanged glances had a twisted look on his face. I wondered if the twisted
look that I felt on my own face was catching, like a yawn.”®

7. Nobi appeared in serialized form in Buntai (only the first half, up to the chapter entitled
“Salt”) in the December 1949 and July 1950 issues, after which time the journal folded.
After the author revised it, particularly the opening section, it was serialized in Tenbé
from January to August 1951. In February 1952, it was published in book form, and in the
same year Qoka was awarded the Yokomitsu Literature Prize.

8. Shohei Ooka, Fires on the Plain, translated by Ivan Morris (Rutledge, Vt.: Charles Tuttle,
1957), 12.
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Some might say that this represents an excess of self-consciousness, but
in fact Ooka’s reflective self-understanding manifests a kind of innocent
simplicity. Those who are possessed of an overly sensitive self-consciousness
are characterized by excessive self-conceit and are easily wounded by even
trivial matters. Compared to the cowardly self-justifications and emotional
criticism of others that such persons tend to spout, Ooka’s self-reflection
seems extraordinarily evenhanded, highly tolerant, and candid. Perhaps
this is why his acquaintances are left with the impression that he gives in
too easily (“Tsukamaru made”). Of course, the majority of these people
are not aware that his self-consciousness is mediated through the mirror
of their own behavior and words. In the face of his seemingly naive and
simple attitude, they were apt to assume an overbearing and high-handed
manner, only too ready to impose their own feelings. In the beginning
he tolerates this, exhibiting an objective impartiality, yet all the while
he is endeavoring to achieve as full a conscious awareness as possible of
the totality of relationships linking the “I” and the Other. Pursuing this
to the very limits of his ability to tolerate, he fosters an uncompromising
critique. This is my understanding of Ooka’s realism, of his attempt to reach
conscious awareness of reality. It was only because he saw through the true
character of politics and the military that he was able and willing to resign
himself to his fate. Looking at the young commander’s victim’s smile, Ooka
came to understand the reality of the sacrifice that would be borne together
by the commander and the soldiers in his unit.

The story continues.

Yet, once we had lost our only route of escape and my brothers in
arms began dying one after the other, a peculiar transformation
came over me; [ suddenly believed in the possibility of my sur-
vival. Clearly, the deepening shadows of death that surrounded
me had triggered an inborn determination to survive. (TC, 6)

He then describes Shigeno, the son of a fisheries company executive.

His father sat on the board of directors of a large fisheries firm,
but [Shigeno] dreamed of going to the front to fight as a common
solider instead of becoming an agent of the capitalist’s greed. . . .
Finding the manner in which our forces were conducting the war
utterly witless, he declared it would be a pure and simple waste
to die on such a battlefield.

His words came as a revelation to me. Suddenly I could see
the patent self-deception in proudly insisting to myself that I had
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chosen this path of death at my own volition. To die helplessly
in these faraway mountains as the victim of some foolishly con-
ceived war plan was indeed a “pure and simple waste” and noth-
ing more. (6)

It is not clear whether the sudden change in his feelings arose first as a
“reaction of the flesh” that prompted a flash of self-understanding or as arev-
elation provoked by Shigeno’s words; in any event, it is clear that he was not
driven to it out of some natural instinct for self-preservation. Ooka writes,
“Comrades were dying one after another,” but this was not from combat
but rather because most of them were afflicted with malaria. Looking back
on this, “I” comes to the surprising realization that he is still healthy. His
physical body still has no shadow of death hovering about and therefore is
not threatened by the notion of imminent death. It is important to note that
this feeling arose in him before he was infected with malaria.

The 99 percent certainty of death was abruptly swept aside in
my mind. I found myself imagining instead a medley of ways by
which I might actually ensure my survival, and I determined to
pursue them. At the very least I would exercise all due care in ev-
erything I did. It seemed senseless to do otherwise. (TC, 6)

His body lives on, refusing to accept this death, death from malaria and
therefore, at least in external appearance, a natural death and yet in reality
a death in battle (political death or, again, fated death). This resisting body
comes to represent to him a new kind of possibility. To resign oneself to
death is to accept a vision of the future as being cut off from all worldly
human relations, but his body rejects such a vision.

Moreover, his comrades’ “meaningless” real deaths seem somehow
at odds with the concept of death as he had resolved to accept it. Because
his own death was simply an abstract concept, he was free to attach any
meaning to it, just as he was free to negate it in the abstract. But the deaths
taking place before his eyes lack any meaning whatsoever. Here, confronted
with the reality of death, Shigeno finds his core beliefs shaken, and “1,”
too, is forced to question the meaning of death anew. The precondition that
brings him back to this pointis his discovery of the existence of the body, in
particular the body as life harboring future possibilities.

It is not my intention to claim that Ooka Shohei had already at this
stage reached a clear awareness of the body as a potential form of (self-)
knowledge. Clearly, though, he had grasped the fact that to exist means to
live in the body and that to be alive in the flesh means to exist in the form of
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a life harboring future possibilities. Ooka was attempting to remain faithful
and true to this most fundamental self-understanding of human existence.

To reiterate, Ooka’s self (jiga) is one that has become conscious of itself
through the mediation of the Other. Moreover, superimposed on this is a
self-understanding bound up with the bodily existence of the self. If this
is true, is it not then the case that everyone is leading life in the same way?
Indeed, it is true. But prior to this, writers had concluded arbitrarily that
the interior constituted the self. The belief that the self consists only of one’s
mentality, which one peers at as if through a window, became a kind of
unshakable idée fixe. A second presumption, one supplementary to the first
belief, also led to this view: the belief that human beings are simply a part
of nature. Taking this consciousness as their implicit premise, many people
mistakenly believed that they had adequately accounted for the significance
of the body in human existence. What emerged was an attempt to understand
psychology from the perspective of the presumed “naturalness” of human
existence, what I touched on in the beginning of this chapter.

Indeed, human beings are a part of nature. But we must realize that
within nature they occupy the position of the most fully “humanized” na-
ture. If one pays close heed to this, one can no longer claim that the body
is the most natural part of the human, nor that human mentality is the
interiority that arises when the body is rendered human. Our perceptions
and sensibilities clearly manifest in their active operations the fact that they
are already fully humanized faculties. When Shoyo and like-minded writ-
ers attempted to describe the naturalness of humanity (ningen no shizensei),
they ultimately ended up talking about the humanness of humanity (ningen
no ningensei) and vice versa. What does this mean? In short, that with their
faculties of observation—that is, with their own humanized nature—the only
human “naturalness” they were able to observe was that which manifested
itself in an already humanized form. Perceptions and sensibilities that seem
natural are in fact simply well harmonized with the observer’s faculties.
Of course, perceptions and sensibilities are undoubtedly an important part
of the self. But we need to go beyond them. Only when perceptions and
sensibilities are understood as being fully humanized, active faculties are
we able for the first time to properly understand that the body is in fact a
form of the self that includes among its functions a kind of embodied (self-)
knowledge. Only then can we overcome the “narrow-minded” version of the
self-as-interiority that has hitherto predominated. In the moment of crisis in
“Tsukamaru made,” the scene in which his fellow soldiers are dying one
after another, Ooka Shohei provided a first glimpse of this possibility.
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In fact, Ooka Shohei would face an even greater crisis, to wit, as the American
military advanced, his ill equipped squadron fell into full-scale retreat, and
he was left behind in a debilitated state, suffering from malaria with barely
“enough strength to walk to the latrine” (T'C, 9). And that was not all. As we
have seen, for Ooka, personal experience of self (in terms of self-awareness)
was something accumulated only when the self is with others. For him to
be thrown into a battlefield alone like this meant being thrown into a space
where experience and consciousness lost all certainty. It meant trying to
sustain the self through the self’s own powers, lost in a situation in which
there was no external witness present. It is this crisis that causes the turn
to a more strained form of description at this point in “Tsukamaru made.”

Another distinct characteristic that stands out in this work is Ooka’s
attempt to render conscious the specifically retrospective nature of
“Tsukamaru made.” The typical modern Japanese novel is grounded in
interior monologues by the fictional characters, so it gave birth as a matter
of necessity to the I-novel, a form characterized by an absence of the Other
in the most fundamental sense. A common characteristic of the I-novel was
that the author re-created a past moment of his own interior through recol-
lection. But because authors tended rather blindly to attribute to their past
selves insights that they had only acquired after the fact, their protagonists
inevitably appeared as the possessors of selves deformed by an excessive
degree of self-consciousness. The authors themselves remained largely
unaware that they were arbitrarily adding wrinkles of complexity to their
remembered self-portraits. As a result, they were able to create only absurd
characters, figures possessed of apparent omniscience with regard to their
own selves yet nonetheless prone to repeatedly committing foolish blunders.
Categorizing “Tsukamaru made” as a work of recollection literature (kaiso
bungaku) means that it shared common characteristics with the I-novel.
With its contents, too, only that which is essential and necessary to the “I”
are narrated. This likewise demonstrates that it does not stand outside of
the common characteristics that define the conventional modern Japanese
novel. But, unlike other writers, Ooka clearly realized that this was a litera-
ture of recollection (soki no bungaku), and precisely for that reason he labored
to reproduce as faithfully as possible the experiences that remained in his
memory. This is what gave birth to the new and distinct characteristic that
distinguishes this work.

The events narrated in this work represent the most accurate expression
possible of the experiences of that past time. But the choice of events to be
narrated and their relative importance are determined in the present moment
according to the interests of the author’s past-oriented visual intentionality.
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It might be helpful to retrace the events depicted in the order in which they
objectively occurred at the time: the incidents already discussed, the period
subsequently spent wandering around with unendurable thirst, the meeting
with an American GI, the suicide attempt, the time he falls unconscious, his
being captured by American soldiers, and so on.

Among this string of incidents, the experience of failing to shoot the
American GI is singled out for extended description. From the string of
events as they objectively occurred, it is difficult to discover any necessity
for making this experience in particular into the thematic center. “I” has
collapsed at the edge of a forest, next to a grassy field.

The GI was a tall youth of about twenty, his cheeks red beneath
the deep-set steel helmet covering his head. Standing erect and
holding his rifle at an angle before him, he advanced toward me
with the gentle stride of someone on a pleasure outing in the
mountains. . . . My breath caught in my throat. I, too, was a soldier.
... No matter how drained I might be in strength, I had seen him
first, and he was standing at full height completely in the open: I
could not miss. My right hand moved instinctively to release the
safety on my rifle.

When the GI had traversed approximately half the distance
between us, a sudden burst of machine-gun fire broke out at the
stronghold.

His head spun around. . . . His stride quickly gained speed,
and soon he had exited my field of vision.

I heaved a sigh of relief. “Well, well,” I said with a wry smile.
“A mother somewhere in America should be thanking me right
now.” (TC, 17)

Considered in terms of the incident’s objective appearance, this is all that
happened. If Ooka had been a writer who wanted to emphasize the hu-
man condition as it exists under extreme circumstances, he would have
placed the weight of his narrative on such events as the threat of attack by
American military bombardment, the squad leaders” selfishness in aban-
doning diseased or wounded soldiers, or the physical or psychological bit-
terness of wandering in the mountains that eventually drove the protago-
nist to attempt suicide. Likewise, if he had been a person who wallowed
in self-introspection, in depicting this incident so trivial it hardly deserves
the name “incident,” he would likely have added a note of self-ridicule,
something along the following lines: Although I released the safety of my rifle,
my fingers stiffened out of nervousness, and I did not shoot because the American
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GI was oblivious to the danger. I also began to think of the fellow American soldiers
who were no doubt somewhere near at hand, and weakness and terror gripped me.
The type of person, one who blithely confuses a past experience with the
interpretations of it that arose subsequently, would probably append some
sort of explanation for his actions. For example, perhaps he did not shoot
the young soldier because the minute he realized the other was a twenty
year old he was paralyzed by paternal solicitude.

However, Ooka chose not to write this in the conventional manner (or at
least in what I take to be the conventional manner). It was out of a different
motive that he grasped this scene, using an unconventional technique. In
“Tsukamaru made” he states, “Since then I have often reflected on this en-
counter, and the decision that preceded it,” and continues, “I am surprised,
first of all, by my own humanity” (TC, 17-18). Of course, he did not bring
this up to emphasize his own humanism. If he wanted to convey human-
ism, he could have done so by nonchalantly inserting appropriate hints in
the depiction of the scene in question, topping it all off with something like,
in the end, I could not bring myself to shoot the young American GI who stood so
exposed before me. What Ooka does narrate, instead, is a detailed examination
of the scene as it remained in his memory. He refuses to add an explanatory
reason, refraining from saying, for example, my love for my fellow man kept
me from shooting. Instead, he concludes that it was a “personal reason” that
stopped him: “Though not from love for all humanity, might I have held
my fire out of love for the young soldier as an individual?” (20). This “per-
sonal reason” seems similar to saying, “I secretly loved this young officer”;
in both cases, he is attracted to the youthfulness of the Other. Moreover,
after he explains that he could not shoot for this personal reason, he cautions
himself that this is apt to lapse into manufactured self-glorification. This
is, after all, a battlefield, and the person who is completely exposed before
him is an enemy soldier. Out of surprise, he cannot but question his own
reaction; under those conditions, what could it possibly mean that he felt
an attraction to the youthfulness of the soldier, an emotional reaction that
prevented him from shooting? When Ooka transforms this questioning into
his central theme, he has already left behind the perspective that naively
believes in the naturalness (i.e., the normativity) of human emotions.

I believe this phrase is the key: “Since then I have often reflected on
this encounter, and the decision that preceded it” (T'C, 17). Judging from his
debilitated condition at the time, the elaborate self-reflection that follows
could not have occurred in the immediate aftermath, as the American GI
walked away. The frequently repeated acts of self-reflection began later,
after he became a POW. There is a similar phrase in the chapter “Rainy
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Tacloban,” too, one that acts as a prelude to the narration of a crucial self-
reflection (the reason for which will be discussed below):

At night I lay alone within my own little mosquito net, but I
seldom found myself bored with this nocturnal solitude. Since
being called up for service, I had spent countless hours in forced
idleness, after lights out or when standing watch, and I had grown
quite accustomed to passing such solitary hours in contemplation
and thought. In all my life, I had never been so contemplative as
in the military.

Now I found myself returning repeatedly to the question
of what had really kept me from shooting that young GI in the
mountain meadow. No matter how many times I replayed the
scene in my head, I could not determine whether my actions
through the entire encounter remained consistent with my
decision beforehand to refrain from shooting. In fact, in spite
of the consensus that will is the most basic element of human
consciousness, each new effort at introspection seemed only to
obscure further the shades of my intentions. (62)

Each of his fellow prisoners naturally has his own “precapture” story.
Among them are some who are eager to relate their personal experiences,
and, while he may not have believed their stories entirely, the fact that Ooka
went out of his way to lend them his ear is well demonstrated by the con-
tents of the first chapter of Taken Captive. In particular, when it comes to the
precapture stories of his fellow prisoners from Mindoro, he actively seeks
them out. His self-reflection occurs in solitude, and perhaps he is not able to
talk about it with his fellow prisoners; nonetheless, it is clearly in an envi-
ronment in which he is living out a common interest shared with his fellow
prisoners that he begins to engage in repeated acts of self-reflection.

Prior to his capture, Ooka experienced his own solitary wandering,
which he described in “Tsukamaru made.” But his self-introspection and
the testimony of his fellow soldiers about their experiences, a testimony
that serves as a kind of critique, take place simultaneously. This tendency
to simultaneously carry out introspection and seek the critical perspective
of others is also apparent in the fact that Ooka wrote Fires on the Plain and
Taken Captive simultaneously. And it goes without saying that he achieved
a synthesis of the two tendencies in The Battle for Leyte. I plan to discuss at
greaterlength elsewhere the problematic of introspection and the possibilities
for external critique that the presence of the others provides.” Note here that

9. These issues are addressed in chapters 5 and 6 of Koga no shugosei: Ooka Shohei ron, the
volume from which this chapter is taken.
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from Ooka’s perspective, as he simultaneously pursues both introspection
and external critique, the various stories he hears about experiences his
fellow soldiers had before capture all can be testified to by only a single
witness, the person who tells the story. In the stories of his fellow POWSs’
experiences, he frequently finds points of dubious veracity. What he gained
from prisoner camp life is the understanding that—and this serves to sum-
marize Taken Captive as well—human existence is characterized by the
struggle to become in reality what we wish we were. Therefore, in order to
relieve the boredom of their lives as prisoners they tell their stories. But the
essential nature of these stories is not a desire to convey the truth accurately;
rather, the stories are shaped by a need that arises in the moment of their
telling: a concern for how they will be perceived by the listener. Many of the
prisoners, in an effort to become more like their ideal self-images, narrate
their precapture experiences in a manner they hope will produce in their
listeners an image of bravery or, again, tragic suffering. In the majority of
their stories, the person telling the story is the only witness to the events
described. Even if those speakers have no intention of distorting their
experiences, they still tend to stress only those incidents that are well suited
to the tone of story they want to tell. Listening to their stories, Ooka must
have become increasingly aware of the decisive impact of the manner or
technique through which a past experience was conveyed. It was precisely
by pursuing this problematic, it seems, that he came to discover an effective
means of giving life to the narratives of those who had personal experiences
of war. By sharing a common interest with them, Ooka was able to obtain
their cooperation.

Immediately after the American Gl moved away, “I smugly congratu-
lated myself for the ‘good deed’ of having spared him” (TC, 21). Sparing
him, he reflects then, was the result of the determination he had made
while lying collapsed in the grass, the resolve that he would not shoot if
an American solider were to appear before him. This is Ooka’s earliest act
of self-interpretation. In “Rainy Tacloban,” too, we find a similar reference
to a “sudden resurgence of my boyhood humanism” to which he had at
first attributed this reaction (64). Whether or not he actually spoke them
aloud at that moment, he uses the word humanism (finruiai) to describe the
resolve made in advance while he uses the word spare (tasuketa) to explain
after the fact his act of not shooting. It would be in no way unusual if he
had ended up accepting this explanation or had persisted in accepting it
during his stay at the POW hospital. What is important to note here is the
level at which this explanation arises. It represents the inadvertent mixing
of subsequent reflections into what a teller intends as a depiction of the
event itself.
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Yet Ooka returns to this scene repeatedly. This is because the real rea-
son for his not shooting can only be found in those several seconds when
the American GI was fully exposed before “I” The only possible way to
return to that past scene is to objectify and thereby pursue the image of it
that remains in present-day memory. In this, sense perception is of absolute
importance. Only the sense perceptions of that past moment can reveal the
real reasons for his not shooting. That is to say, only his eyes and ears know
the real reason. This is because his eyes and ears produced whatever it was
that kept him from shooting. His eyes see the American Gl's rosy cheeks,
as well as a kind of harshness and melancholic expression around his eyes.
His ears hear his voice: “Though the words he shouted escaped me, his
voice was a clear tenor, matching his youthful countenance, and when he
finished speaking he pinched the corners of his mouth in the manner of a
child. Then, lowering his head, he turned his gaze farther down the other
side of the canyon as though surveying the path his buddies would take”
(TC, 20). At the moment he sees and hears these things, he feels a movement:
“The movement of my heart upon seeing the GI's extreme youth resembled
feelings I had experienced from time to time, since becoming a father, at the
sight of young children or of nearly grown children who still carried an air
of adolescent innocence” (20).

He writes, “My first reaction when I saw the Gl standing tall and fully
exposed was one of apprehension. . . . I recall how astonished I was at his
lack of caution” (T'C, 19). For whom did he feel this apprehension? It is clear
from the way in which the expression is constructed that it was not for “1”
alone. For the GI, “I” is a dangerous enemy that lies in ambush. This is how
“]” grasps the situation, and he even places himself in the position of the
GI and feels apprehension over his obliviousness to the danger at hand. Of
course, if the GI was not a dangerous enemy to the “I” there would from the
start be no need for such fear. In this light, we can say that the apprehension
felt here is for both of their sakes. His gaze simultaneously comprehends
both the position of the Gl in relation to “I” and the position of “I"” in rela-
tion to the GI. And from this grasp of the situation, he realizes the danger to
both that lies within it. As the GI approaches closer, the sense of apprehen-
sion intensifies. The GI would shoot if he discovered “I” as his enemy, but
even before that could happen the “I” would have to carry out his role as an
enemy. But at the last possible moment “I” stops and finds himself moved
by the GI's youth. “I” feels a sense of affection toward the youthfulness of
the GI. What this means is that even in this moment “1” places himself in the
position of the GI and thereby feels the way the GI cherishes his own youth-
fulness. Even in this extremely dangerous and tension-filled situation, the
gaze of “I” lives out through visual intentionality the position of the Other,
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and even in the present moment of the narration it continues to live out the
emotional traces of that moment that remain in the remembered image of
it. It is in this sense that I earlier stated that the eye and the ear were what
really stopped him from shooting and therefore they alone knew the truth
about it.

One conclusion that Ooka arrived at seems, at least from the perspective
of common sense, quite odd: that an “omnipresence of paternal affection”
prohibited “I” from shooting the young American Gl that appeared before
his eyes. In truth, in his memories from the time of the incident there is not
the slightest feeling of “paternal affection,” but in spite of this “1” states, “1
am drawn to the hypothesis that my feelings as a father forbade me to shoot,
even though I cannot remember consciously feeling anything of the kind at
the time. Both the image of youthfulness preserved in my memory and the
nature of the thought that came to mind immediately after the soldier disap-
peared seem to bear this hypothesis out” (TC, 20-21). According to common
sense, emotions or feelings, for better or worse, are for the person who has
them the clearest and most trustworthy form of inner experience. For that
reason, even in cases in which external conditions are gradually forgotten,
this form of internal experience should remain within memory. Or at Jeast
it remains in memory longer than any other form. Precisely due to this fact,
when we try to explain the ultimate cause of our own actions to someone
(including cases in which we try to explain them to ourselves), it is only
natural that we probe our psyches for internal corroboration. While this may
be the case, don't we need to distinguish between the emotions the person
in question originally experienced at some past moment and any emotions
that he subsequently hypothesizes as having been logically necessary at that
time even though they lack internal corroboration?

In asking this question, I am treating common sense almost as if it
were a form of psychoanalysis. But I don’t believe that Ooka’s self-analysis
includes any substitutions of this sort, whether made purposefully or
unconsciously. My understanding is that what Ooka called paternal affec-
tion referred precisely to the workings of the eye that I described earlier.
Even if Ooka’s explanation seems somewhat forced, most likely this is due
to the apprehension and fear that arises in this “I” from the contradictions
and antagonisms that arise as his eye visually intends the standpoints of
both the Other and the self. Or, in cases in which these two positions exist in
a more harmonious relationship, it would arise from the sense of symbiosis
felt with the Other. The emotions that we experience include within them
the standpoints of others that we have visually intended; hence, they can
be said to be something produced jointly by ourselves and others. And yet
the experience of emotion can only be understood individually. Because of
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this limitation, the tendency has arisen to grasp emotions solely as the inner
experience of isolated individuals and to understand them only in terms of
their individualized aspects. Ooka, too, was dragged along by this tendency
to a certain degree. But when he tries to discover psychologistically his
(remembered) emotion, in the end it remains elusive. Even then he is not able
to abandon the notion of trying to explain emotions as if they were purely
psychological entities, and so he is forced into the absurdity of theorizing
the existence of hypothetical emotions.

Still, something like paternal affection is clearly at work in this scene. Of
course, it did not exist in the form of a psychological reality at the time of the
incident. But it certainly is present within the image of the incident extracted
through the process of self-analysis. Ooka modifies paternal affection with the
adjective omnipresent. The eye, it goes without saying, is an individualized
faculty, yet at the same time it is capable of functioning in an omnipresent
mode by stepping away from its individuated position and, having grasped
the totality of the situation in which it finds itself, taking up the position of
the Other. When he discovered the existence of this visual intentionality
of the eye within the mental image, Ooka demolished the understanding
of perception and sensibility that had held sway since Shoyd. Moreover,
as he further pursued his inquiries he came to understand that when one
seeks out the psychological reasons behind a given action in the end the
supposed unity and coherence of individual psychology vanishes. With this
realization, Ooka completely dismantled the concept of the interior self that
had dominated modern Japanese literature.

Even before this, of course, the problems of the absence of interior mo-
tivation, of psychological derangement, and of the dissolution of the self
had been discussed in premonitionary form among writers. However, this
did not necessarily undermine their existing sense of identity as human
beings. It only meant that the abstract concept of the interior self that held
sway in modern literature had started to unravel at an abstract, conceptual
level. Because this concept was prone to falling into chaos the minute it was
exposed to prolonged consideration, it summoned up any number of literary
experiments characterized by chaotic forms of expression, yet it was never
able to call into question the self-identity of the author. Or again we might
put it this way: the author’s sense of self-identity was never undermined, yet
because he was unable to raise the question of why his self was maintained
as his self across time and because he lacked any cognitive method of
creating new forms of self-understanding he was increasingly trapped by
the confusion internal to this concept. Literature of this kind, in terms of
literary history, is typically called contemporary literature (gendai bungaku).
In this sense, Ooka as a writer evidences a brilliant critique of contemporary
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literature, too. Confronted with the reality of the lack of any consistency
or unity in human psychology, he was able to overcome this crisis without
lapsing into mental confusion or resorting to deliberately chaotic forms of
expression. This was because he was able to grasp the mode of existence of
an embodied self, one that was open to the Other via its visual intentionality,
what he called the working of a paternal affection. Only a self that exists in
this manner possesses a basis for constructing a true human identity.

It seems, however, that paternal affection as an explanation was not entirely
satisfactory, even for Ooka himself. In “Rainy Tacloban” he had introduced
another concept: “the voice of God” (TC, 62). To speak of the order in which
these ideas were conceived, first the concept of the voice of God came to
mind, but he rejected it. It was then that he reached paternal affection as
his explanation, but it is clear from Fires on the Plain that Ooka had not com-
pletely abandoned this problem of the voice of God. Human beings could not
exist without searching for a spiritual object, one that exceeded the limits of
sensible perception. Because Ooka was unable to leave this important issue
unresolved, I, too, cannot afford to ignore it.

In “Rainy Tacloban” he discusses one further instance of “my present
thinking about the encounter” (TC, 65). The word present in this case re-
fers to moment in which “Rainy Tacloban” is being written, that is, after
“Tsukamaru made” had been published. Ooka shows here that he under-
stands that the causes that led to the scene in which two soldiers meet on a
lonely Philippine mountain are fundamentally related to political processes,
processes that decisively control both the American Gl and “1.” He concludes
with the words, “The man I faced at that moment was not my enemy. The
enemy existed, and still exists, in another quarter” (65). The Battle for Leyte
represents Ooka’s subsequent pursuit of this insight.

NOTE
This essay was originally published as chapter 3 of Kamei Hideo, Koga 1o

shiigosei: Ooka Shohei ron (The Collectivity of the Individual: On Ooka Shohei)
(Tokyo: Kodansha, 1977).
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cuapteR | The Narrative Apparatus of Modern
3 Literature: The Shifting “Standpoint”
of Early Meiji Writers

Hirata Yumi
Translated by Tess M. Orth

If we look at the evolution of Japanese literature from the early modern to
the modern novel, we can view it as a process centered on the establishment,
development, and diversification of the narrator (jojutsusha) as the subject of
expression. As [ will attempt to verify, this process can be understood using
the following hypothetical formula.

(Author = Storyteller) = (Author = Narrator 1) = (Author # Narrator 2)

Novels of the latter part of the early modern period may be split into two
extremes: the yomihon, as part of the genealogy of “narrative literature”; and
its opposite, the kokkeibon/ninjobon, as a form of “drama.” In either case, how-
ever, the narrator is not yet distinct from the author and exists only as a
speaker outside the story world.

The transformation from the narrator of the early modern novel, in which
the storyteller (katarite) is inseparable from the author, to that of the modern
novel begins with the differentiation of a narrator who records his circum-
stances from within the world of the text from the author who controls the
story world from outside the text. Beginning with Toser shosei katagi (The
Character of Present-Day Students, 1885-86), this transformation is visible in
many novels referred to as “Meiji gesaku,” novels that appeared from the late
Meiji 10s to the early Meiji 20s." In many cases, a narrator within the story
world will claim to be the author and provide commentary and criticism

1. Tsubouchi Shoyo (1859-1935), Tosei shosei katagi, in Meiji bungaku zenshii (hereafter MBZ),
99 vols. (Tokyo: Chikuma Shobo, 1965-83), 16:59-163. All notes are the translator’s except
where noted.
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on events and characters as though he were a distinct person (Narrator 1
in the hypothetical formula). The other characters cannot see this narrator,
nor does the narrator converse with them. To the reader, however, the nar-
rator’s existence is clear. This narrator even frequently speaks directly to the
reader. Insofar as this type of narrator takes the form of a distinct person
acting as the alter ego of the author, readers cannot project themselves onto
this narrator, making it impossible for them to place themselves within the
world lived by the characters in the work or to enjoy a pseudo-personal ex-
perience within the textual world.

Subsequently, hypothetical Narrator 1 loses the ability to make such
comments and gives way to Narrator 2. Narrator 2 does not exist in the
story world as the author’s alter ego and is nothing more than a device that
serves the function of narrative perspective. At this stage, it becomes pos-
sible for the narrative perspective to overlap with that of the characters so
that the narration is conducted through the perceptions of those characters.
It thereby allows readers to identify their own perspectives with that of the
narrative device, enabling them to take up the perceptions and experiences
of the characters in the work as if they were their own. In addition, the au-
thor can now portray a character objectively by assuming a perspective sep-
arate from him (the character). The author can even reveal—via unconscious
levels of consciousness rather than direct commentary by the narrator—the
psychological state of the character, a state of which the character might not
be aware.

Looking at modern literature in terms of this separation of author from
narrator, as well as of the change in the nature of the narrator itself, we
can no doubt say that Futabatei Shimei (1864-1909) was in the vanguard.
However, we can also identify this transformation in novels by Shoyo or
Saganoya Omuro (1863-1947), which are often lumped together as mere
predecessors to Futabatei’s Ukigumo (Drifting Clouds, 1887-89). We also see
this process of transformation in novels by members of groups such as the
Ken'yaisha, led by Ozaki Koyd (1867-1903), as well as by other known and
unknown writers. The formation of modern literature should be considered
in its entirety, including these types of works.

But this transformation of the narrator should not be grasped as an
evolutionary process. A writer, well versed in the functions of perspective
as a narrative device, holds in his or her grasp a wide variety of possible
narrators from which to choose. A writer can also utilize as a narrator a
storyteller such as that of setsuwa literature or again is free to construct mul-
tiple narrators within the same novel. For example, the author may use an
omnipotent narrator like the storyteller found in yomihon to give the reader
an unimpeded perspective on the textual world or may use a limited narra-
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tor like that of a detective in a mystery novel to conceal actual events from
the reader’s eyes. An author can also choose to disrupt the flow of time in
the text by using a narrator who frequently intervenes to make comments
about the characters and events in the work or, on the other hand, may use
an inorganic narrator who does nothing more than record events. It is safe to
say that the great variety of literary texts since the beginning of the modern
period has been made possible by the increased variety of narrative devices
available.

No clear boundary exists between author and narrator in early modern
novels whether in the text or in the consciousness of author and reader. The
narrator/author often appears within the textual world, inserting various
comments addressed directly to the reader.

In design and literary style, we see that yomihon inherited the tradition
of “narrative literature” so that in it the author is the source of the story. In
other words, the author functions as a storyteller who speaks directly to
the reader. This storyteller/author can manipulate the characters as he or
she wishes and adopts a stance of omniscience with regard to their fates.
Yamaguchi Takeshi (1884-1932) discussed yomihon authors who used the
Chinese novel as a model and freely manipulated the threads of cause and
effect. Yamaguchi argues that the author in them “did not assume the stance
of one who holds up a clear, brilliant mirror to Nature, but adopted the pose
as Old Man Creator of the small world appearing on the pages of his work.”>

The storyteller engages the reader, acting as god of the textual world
and holding all the characters in the palm of his or her hand. The words
exchanged between characters are conveyed to the reader only after pass-
ing through the storyteller. As a result, stylistically their language is far re-
moved from colloquial speech and is shaped through the same elegant style
used in passages of narrative discourse attributed to the narrator’s voice (ji
no bun). Hence, it is not the characters’ voices that the reader hears but the
storyteller’s. In other words, their speech is formally subordinated to the
storyteller’s so that it forms something like an indirect quotation woven into
the passages of narrative description.

In this kind of text the storyteller is free to silence the voices of the
characters and can digress from the story line at will. He or she can insert

2. Yamaguchi Takeshi, “Yomihon ni tsuite” (Regarding Yomihon, 1927), in Yamaguchi Takeshi
chosakushii, 6 vols. (Tokyo: Chtd Koronsha, 1972), 2:159. [Hirata note}
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commentary, moral instruction, and even unrelated idle talk. In Nanso
Satomi hakkenden (Biographies of Eight Dogs, 1814—41), after telling the story
of Keno, who enacts revenge, and of Shiisuke and Kobungo, who come to his
assistance, the author inserts remarks arising from a separate dimension,
one completely outside the story world: “Everyday events occur in a fleeting
moment, but when I write about them I use adjectives. I use emphasis,” and
so on. After going to great lengths with this type of metatextual interven-
tion, the author returns to the story line, simply saying, “But to return to the
subject, meanwhile, Nitayama Shingo . . "

In addition to such unconstrained deviations from the story world, we
also find set phrases such as “Let’s set aside this idle talk” or “Let’s set that
aside,” by means of which the author arbitrarily returns to the story world.
At these points, the existence of an author who controls the textual world
is clearly visible. In other words, in yomihon it is the author who directly
engages the reader. The author as storyteller (= narrator) relegates the other
characters in the work to stand in his or her shadow. Itis only through the me-
diation of this storyteller that the reader is able to peek into the story world.

Kokkeibon and ninjobon are located at the opposite pole. In yomihon, the
speaking subject position is occupied by the author’s voice as it occurs in
passages of narrative description. In contrast, in kokkeibon and ninjobon the
dialogue exchanged between characters is key. Passages of narrative de-
scription in kokkeibon and ninjobon typically follow passages of spoken dia-
logue and consist of simple stage directions that describe the actions and
circumstances of the speaker, transcribed in a smaller font in the so-called
togaki style. These stage directions provide only objective descriptions of the
situations of the characters while the narrator does not appear. The author
aims at faithful reproduction of the dialogue between the characters and of
the conditions that give rise to it. Such texts do not utilize a narrator who
utters subjective commentary or didactic speech, as are found in yomihon.

To: Oh, the robe—thank you, thank you. Ahh, you
came at just the right time. He whispers something to the
maid. She dashes off back to the inn.

Cho: Td-san, I'm so sorry to have to put you to all this
trouble. She fidgets anxiously. From within the bathhouse
Sakuragawa peers through the grated window."

3. Takizawa Bakin (1767-1848), Nansd Satomi hakkenden (Tokyo: Kawade Shobd, 1971), 235-44.

4. Tamenaga Shunsui (1790-1843), Shunshoku umegoyonti (Colors of Spring: The Plum Calendar),
1832-33. The translation is adapted from that of Alan S. Woodhull in his “Romantic Edo
Fiction: A Study of the Ninjobon and Complete Translation of ‘Shunshoku Umegoyomi,”
PhD diss., Stanford University, 1978, 290.
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From within the bath. Thump, thump, thump. “Cool it off.
Cool it off, huh? It’s too hot!”
“Don’t make it any cooler! It'll be nothing but cold

water!”

Manager: ~ “There’s more hot water now. Get the rinse buckets
ready.”

Boy: “Yes, sir.” He leaves with a bucket.

An old man, clearly a busybody, was in the dressing room.
Pushing aside with his foot a pail that someone was using to
soak a towel, “Look here, you youngsters, get that
drain board good and clean. It’s dangerous for old
people.”

These texts are formed strictly from dialogue, the actions and circumstances
that accompany dialogue, and physical elements such as the sounds that ex-
ist in the textual world. Psychological aspects—interventions by the narra-
tor, for example, describing characters’ feelings-—are given little weight.6

In short, the reader is confronted directly by the story world in which
the characters live. As a general rule, the author does not make interjec-
tions or otherwise appear within that world. Thus, when this principle is
broken the author must clearly indicate that his or her remark is of a dimen-
sion separate from the textual world. These breaks are typically marked by
the smaller font used in the two-line togaki style or by explicit stage direc-
tions such as “note from the author,” “prologue,” or other bracketed forms
of expression.

Tome: “Graybeard. Hey!” Here, because he is mimicking the Con-
fucianist who appeared in the previous volume, Tome is telling
an inside joke not understood by outsiders.”

Tanjird: “I won't have you being seduced by To-san!”

Yonehachi: “You needn’t worry—I'm not like you!”

she regretfully makes her departure.

Saying this,

5. Shikitei Sanba (1776-1822), Ukiyoburo (Bath of the Floating World), 1809-13. The translation
is adapted from that of Robert W. Leutner in his Shikitei Sanba and the Comic Tradition in
Edo Fiction (Cambridge: Harvard University Press, 1985), 162.

6. They are even given little weight in ninjobon. See, for example, Shunshoku Umegoyomi, book
4, where the characters’ inner thoughts are expressed by such means as indirect speech
but the narration has been placed completely above the characters’ exchanges. The au-
thor intends that those inner thoughts be observed through the characters’ behavior and
speech. [Hirata note]

7. Shikitei Sanba (1776-1822) and Ryotei Rijo (1777-1841), Ukiyodoko: Ryithatsu shinwa (Barber-
shop of the Floating World), 1813-14 (Tokyo: Tenbosha, 1974), 284.
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The author would like to remark that lover’s quarrels are not likely to be

solved so simply. . . . What will come of it all?®

Old woman: “If so, for sure it’s the 5th.”

Hane: “Aa

Note from the author: Saying “aa” like this, is a woman’s response. Of course,

this is limited to Edo speech, as will be clear in the following.9

In kokkeibon and ninjobon, the greater part of the textual world is occupied
by the characters themselves while the narrator is nothing more than an
observer and transcriber. Any commentary and interruptions made by the
author, beyond recording the story world, appear in the margins or are at-
tached as explanatory notes marked as coming from outside the textual
world."” With regard to the author’s perspective vis-a-vis the text, neither
yomihon nor ninjobon situates its narrators within the story world. The reader
never goes beyond receiving the story world in the form of hearsay from the
storyteller or taking up the position of an “eavesdropping third party” like
a spectator at a theatrical performance.

In modern literature, where the separation between author and narrator
is relatively distinct, the narrator serves to cover the author’s tracks and
emerges as a means by which the reader is manipulated. In yomihon, where
the narrator equals the author, the reader is made aware of everything
thanks to the presence of a storyteller who has full knowledge of the textual
world. But when the author begins to deliberately manipulate the narrator
the reader is deprived of this privileged knowledge of the textual world. In
other words, construction of the narrator as a being that possesses only a
partial knowledge of events and facts in turn restricts the reader to a posi-
tion from which he or she can perceive only that portion.

8. Tamenaga Shunsui, Shunshoku umegoyomi, translated in Woodhull, “Romantic Edo Fiction,”
311-12.

9. Shikitei Sanba, Ukiyoburo, translation adapted from Leutner, Shikitei Sanba and the Comic
Tradition in Edo Fiction, 162.

10. In the middle section of book 4 of Ukiyoburo, we find metatextual comments in the margins,
including such things as directions to the reader on pronunciation and an advertisement
for medicine mentioned in the body of the text. [Hirata note]
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In Ishibashi Shian’s Hana Nusubito (The Flower Thief, 1889), a girl ap-
pears who is deep in thought, but the narrator says nothing of the melan-
cholic contents of her ruminations.

She suffers from many troubles, like a plum blossom buried un-
der snow. I feel as though I want to brush them away, but perhaps
the reasons for her sadness are profound and numerous. Even to
the author, who is utterly innocent in these matters, she does not
speak freely. How frustrating!"

Here the narrator is not an omniscient, omnipotent, and godlike author who
controls the textual world but instead is subordinate to the story world and
has restrictions placed on his or her knowledge. A narrator like this, who
also restricts the reader’s knowledge and teases in order to draw out the
reader’s interest, is often seen in novels of this period.

With the appearance of such narrators, there was an increasingly clear
separation between the author who controls the text and the narrator who is
controlled by the text. Koy9, in his early work Fiiryii kyoningyo (Elegant Doll
of the Capital, 1888—89) begins part 4 of the work as follows.

[A] KBy6 says: “In the opening line of the preceding issue, de-
scribing the summer scenery, I wrote ‘Facing east, seated on the
printed cotton cushion at the larch desk. . ” But someone wrote to
a certain newspaper: ‘Wasn't a printed cotton cushion too warm
to be suitable for summer?’ I am grateful for this kind suggestion
and so have immediately altered it to a leather cushion.”

Chapter Four: Things That Fall Out of Sleeve Pockets

[B] Here we will resume the tale of the two, which was broken
off earlier, so please listen. Niyake Kydnosuke is a teacher at the
Kaika Girl’s School—calligraphy—and Tatsumi Nagayo is one of
his students.””

The Koyd in passage A, separated from the story world and taking up in
actuality the position of an author who reads letters from readers, is free to

11. Ishibashi Shian (1867-1927), Hana Nusubito (The Flower Thief) (Osaka: Shinshindo, 1895),
3-5. This work originally appeared in the journal Garakuta bunko in 1889.

12. Ozaki Koyo, “Faryf kydningyd,” in Meiji no bungaku, 25 vols. (Tokyo: Chikuma Shobg,
2001-3), 6:36. The opening passage of the original version of the work, published in the
magazine Garakuta bunko, marked here as passage A, was cut from the modern edition
of the text.
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make changes in any part of the text. In contrast, the narrator speaking in
passage B is constrained by the structure of the text’s time and space and
adds a word only during pauses in the characters’ dialogue. Whenever the
characters begin to speak, he must immediately record their dialogue. He is
unlike the author who appears in passage A, who is able to enter and alter
the text. This difference is clear even from the body of the text. Passage A
is indented three spaces from the margin and precedes passage B, which is
situated in the body of the text and the textual world from which the narra-
tor speaks.

The intratextual narrator takes up a role that can be designated as a
“character alongside the other characters,” and, like the other characters, he
is controlled by the world of the story. By subordinating the narrator in this
way, the author sidesteps the danger of revealing his own existence and his
power to control the text such as occurs when the author of a yomihon adds
remarks from a transcendental position outside the story world. As a result,
the author became able to enlarge his position without monopolizing the
story world. Preference for this type of textual world probably arose from
the ninjobon tradition, in which the reader was confronted not by the author
but by the characters themselves. In contrast to the ninjobon, however, the
rise of this intratextual narrator led to an expansion of passages of descrip-
tive narrative discourse (ji no bun).”®

Characters that appear in kokkeibon are stereotypical stock characters
rather than individualized persons, and description is limited to external
aspects such as age and attire. In ninjobon, characters appear that manifest
relatively unique personal circumstances, but individual personal histories
are typically made known to the reader through the said person’s spoken
confession or via dialogue exchanged between other characters in the work.
In Umegoyomi, for example, Tanjird’s destitute circumstances are related
through Yonehachi’s lamentation during a visit to his hiding place. By con-
trast, protagonists of modern novels tend to have rather complicated back-
grounds, and authors struggled to develop a method for indicating those
backgrounds to the reader.”* By means of an intratextual narrator who sim-
ply provides this information, authors could avoid the strangeness of intro-

13. P. F. Kornicki, The Reform of Fiction in Meiji Japan (London: Ithaca, 1982), 85. [Hirata note]

14. For example, consider the remark Ishibashi Shian inserts into Hana Nusubito: “In a novel’s
kyogen sections, whenever there is a perplexingly dull spot, the author as spectator de-
scribes the lead actors—but . . . it has been awhile since I have written, so please listen
for a bit” (Ishibashi, Hana Nusubito, 76). Tsubouchi Shoyd, in fact, even when introducing
characters” backgrounds, regularly takes pains to do this by means of passages of dia-
logue or narrative description. [Hirata note]
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ducing characters’ backgrounds through unnatural-seeming monologues
or drawn-out dialogues that did not sound like actual conversations.

(Komachida:) “My story differs from your story. Because it's very
lengthy, you will probably be bored. But please listen. I will begin
with the story of my father’s life.” Having said this, he continues
talking as he draws the teacup near, filled to the brim, and quietly
moistens his lips.

Note from the author: the story below is what Komachida
Sanji told Moriyama. But if I told it in Komachida’s words,
I am afraid it would be difficult to convey fully the circum-
stances he depicts. Moreover, I am afraid it might go on too
long. For these reasons, I have deliberately decided to record
it here as I would an ordinary story. Please read it keeping
this intention of mine in mind.”

After this, Komachida’s background is provided by the narrator. As is clear
from the above authorial explanatory note, the narrator was being used to
avoid introducing characters via long, drawn-out passages of dialogue.”®
In this case, the narrator is posited as being ignorant of Komachida’s back-
ground until the confession is made by Komachida himself; it is the same
for the other characters as well. In this way the author develops the story by
providing information about the characters bit by bit as a means of eliciting
the reader’s interest.

This intratextual narrator takes on new functions, and, with the prolif-
eration of passages of narrative description, the space available for his activi-
ties expands as well. As a result, this narrator seems to run rampant through
the story world, replacing the author who made such modest appearances in
ninjobon. This narrator is not limited to observing and recording characters
and events but also adds commentary and passes judgment based on his or
her own conjectures. In its most extreme form, this narrator even begins to
engage in idle remarks reminiscent of the author in yomihon.

15. Tsubouchi Shoyo, Tosei shosei katagi, in MBZ, 16:75.

16. In Shosetsu Shinzui (The Essence of the Novel, 1885-86), Tsubouchi Shoyd writes, “Of the
main faults to be avoided in the plot of a novel,” one is “making characters relate long
personal histories. This device not only helps to keep the story short. . . . It can be used
without overdoing things two or three times in a long novel, but used too often it will
provoke sighs of ‘Not again!’ from the reader. In works of only a few chapters, especially,
the less it is used the better.” Tsubouchi Shéyo, The Essence of the Novel, translated by
Nanette Twine, Occasional Papers, no. 11 (Queensland: University of Queensland, 1981),
83, 88. [Hirata note]
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They can mingle both so-called unity and variety. Saying “It is
tasteful beauty” is just like the half-baked criticism of a school-
boy! It’s gibberish. . . . Even the audience grumbles that it’s unnec-
essary baggage. These are the comments of the author acting as a
third-party observer.”

When conflicting thoughts collide like this, what is a person’s
facial expression? I will leave it to the audience to interpret. Or
should I give it a try? If I attempted it, [ would describe it as a
smile around the mouth that does not reach up to the eyes. On the
cheekbones and nose, it is like the Battle of Sekigahara between
two thoughts, what is worrying Ukita (Kingo Hideaki). But the
author is perhaps trying too hard here for clever phrases.”

Once the intratextual narrator is distinguished from the extratextual author,
even if the existence of an author who provides such notices to the reader
from outside the story world is comprehensible, it was only to be expected
that some would come to see as unnatural this sort of character, who, pur-
porting to be the author, appears within the narrative world to comment on
various matters. Fujinoya Shujin (a penname for Uchida Roan), criticizing
Ishibashi Ningetsu’s novel Oyae, writes as follows.”

In my opinion, skillfulness in a novel of worldly passions (ninjo
shosetsu) lies in evoking sympathy toward the protagonist in the
reader. How should we elicit this sympathy? There is no other
way . .. but to wield a serious writing brush and earnestly depict
the facts. . . . Why does the author of Oyae recklessly insert such
words as “the reader” and “the writer” into the work and thereby
destroy the mood of pathos? Why not reveal inner thoughts psy-
chologically and leave overtones to the reader’s imagination?®

He criticizes the appearance of such “note from the author” passages, which
appear in twenty-two places within Oyae. To Roan, the meddling of a char-
acter that professes to be the author was inappropriate in the new Meiji

17. Tsubouchi Shoyo, Tasei shosei katagi, 16:60.

18. Hirotsu Rytir6 (1861-1928), “Shinchtrd” (“Castles in the Air,” literally, “Towers in a Clam’s
Exhalation”), 1887, in MBZ, 19:126. In the passage, the author puns on the name of the
character and that of a famous military leader (Kobayakawa Hideaki) involved in the
Battle of Sekigahara in 1600.

19. Ishibashi Ningetsu (1865-1926), Oyae (Miss Oyae), 1888 (Tokyo: Yagi Shoten, 1995), 75~125.

20. Uchida Roan (1868-1929), “Ningetsu Koji no Oyae” (Ningetsu Koji's Oyuae), 1889, in Uchida
Roan zensht, 17 vols. (Tokyo: Yumani Shobo, 1983-87), 1.75.
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genre of ninjo shosetsu, which aimed at pathos. He goes on to complain that
it is the same “unskilled” and “indiscreet” narrative technique that marred
Harunoya’s (a penname for Tsubouchi Shoy®) Tosei shosei katagi.”

By what technique could “evoking sympathy toward the protagonist in
the reader,” as Roan describes it, become possible? Just insisting that writ-
ers should “reveal inner thoughts psychologically” does not clarify matters.
But in a later reminiscence about this period Roan writes, “Ukigumo was one
I loved to read in those days.”” Even in his comments on Oyae, he writes,
“I admire Turgenev as translated recently by Futabatei, and I also admire
the novels of Saganoya, who T have heard admires Turgenev as well.”* Did
these two writers “wield a serious writing brush,” “earnestly depict the
facts,” and “portray inner thoughts psychologically”? And if so, how dif-
ferent were their works from other novels of their day, beginning with Tosei
shosei katagi?

4

Various classical rhetorical figures, such as pillow words (makura kotoba),
pivot words (kakekotoba), and verbal associations (engo), along with other
remnants of the parodic caricature style that characterized gesaku, have been
identified in the supposedly “modern” literary work Ukigumo. It seems as
though direct authorial interventions in the text can be counted as one of
those gesaku-like elements. As we have seen, however, employing a narra-
tor separate from the author within the text, a narrator whose reports and
explanations drive the development of the story, was a technique commonly
used in many novels of this period. In the preceding section, we saw how
Shoyo and Koyd employed “nonomniscient narrators,” slowly releasing in-
formation bit by bit to expand the textual world. This same method is used
in Ukigumo.

In Chapter 1 of Ukigumo, although Bunzo, Noboru, and Onabe make
appearances, they are consistently referred to as “the tall man,” “the man
of average height,” or “the buxom beauty” until they are finally identified
more specifically in later chapters. This is similar to what we find in works
such as Tosei shosei katagi and Fiiryii kyoningyo, where, until the characters’
names are revealed through spoken dialogue or introductions made by the

21. Thid., 1:72.

22. Uchida Roan, “Futabatei yodan” (Digression on Futabatei), 1909, in Uchida Roan zenshi,
17 vols. (Tokyo: Yumani Shobo, 1983-87), 3:330.

23. Uchida, “Ningetsu Koji no Oyae,” 1:.72.
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narrator, their dialogue is recorded anonymously, the speakers being identi-
fied only as “a man,” “a woman,” “the student,” or “the girl.” In Chapter 2
of Ukigumo, it is clear in the text that the introduction of Bunzé’s personal
history and that of the members of the Sonoda family is conducted through

the narrator.

The man we have been calling “the tall young man” was named
Utsumi Bunzo. . . . [Aln uncle in Tokyo offered to take the boy in
... and, in the spring of 1878, when he was fifteen . . o

At this juncture we have a little romantic episode to tell, but be-
fore we do, let’s have a short biography of Magobei’s daughter,
Osei. (Ukigumo, 208)

The narrator, as a subject who speaks from within the text, here seems to
function as a full “person,” providing commentary and criticism; he even
seems to possess a “body.”

After exchanging a few more words, he went upstairs. Before he
comes back down, I should give a brief biography of this young
man, but unfortunately his past is lost in a haze. . . . (246)

Taking the stance that he is not certain of Noboru’s character, the narrator
purports that the information he provides is based on rumor. Even though
Noboru goes up to the second floor where Bunzd is located, the narrator
does not follow him but remains downstairs and begins to speak from that
location. Similarly, it is this same character who, in chapter 1 after Bunzo has
parted from Noboru, sticks to Bunzd’s heels and enters the house behind
him, saying, “Shall we go in too?” (199). This narrator also, while discussing
Noboru, who then comes down from the second floor, says, “[Hlush, he’s
coming” (249), lowering his voice as though it could be heard by Noboru.
In such expressions, the existence of the intratextual narrator becomes
obvious.

In this way, the author is clearly conscious of the narrator’s position
within the space of the story world. He is similarly scrupulous about time
changes that occur inside the text. The textual world has a standard time in
which story events ordinarily occur and to which, as a rule, the narrator must

24. All translations from Ukigumo, except where noted, are adapted from Marleigh Grayer
Ryan, Japan’s First Modern Novel: Ukigumo of Futabatei Shimei (New York: Columbia Uni-
versity Press, 1967) (hereafter Ukigumo). The passages quoted here appear on pages 203
and 205.
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adhere. Therefore, the basic method here is to describe the characters’ past
circumstances, such as their childhoods, by means of recollections made in
the present moment. Consequently, if the author has chosen to relate this
information through a narrator who is capable of moving freely across time
and space within the text, once that passage of description is complete the
narrator must clearly state that he or she has returned to the present mo-
ment in the story’s standard time. At the end of chapter 3 of Ukigumo, after
relating events that had occurred a number of months before, the narrator
inserts the following note to the reader in order to return to the present time
of chapter 1.

And yet today (to return to the events related in the first chap-
ter) Bunzd, upon whom everyone’s expectations rested, had been
asked to leave his post. An old-fashioned person would attribute
it all to an evil fate. (Ukigumo, 222)

Explanatory notes such as these were a necessary result of the expanding
function of the intratextual narrator. Similarly, in Shoyo’s Imotose kagami
(The Newly Polished Mirror of Marriage, 1886), the childhood of protago-
nist Misawa Tatsuzd, who appears in chapter 1, is described by the narrator
in chapter 2. At the end of the chapter, we see the same method employed to
effect a return to the present moment of the story time.

Nevertheless, when Tatsuzd was twenty-three years old (as I said
in chapter 1), Omiki fell ill and died before long. . . . As for what
happened to Tatsuzd you'll know when you read chapter 3.

Although this narrator adheres to the space and time of the story world,
he has the ability to move about freely within them. By using the narrator
in this way, the author is able to relate a character’s personal history and
reveal the true background of the story events without having to resort to
the awkward tactic of providing all this information via spoken dialogue.
But insofar as this narrator is rendered as an embodied person it is impos-
sible to prevent his arbitrary interventions in the text. The frequency of such
interventions produced difficulties such as those Roan criticized, so that the
use of this narrator was a double-edged sword. When we consider this di-
lemma we should also take notice of attempts such as the following one by
Saganoya Omuro.

25. Tsubouchi Shoyo, Imotose kagami (The Newly Polished Mirror of Marriage, 1886), in MBZ,
16:177.
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Like this, she was contemplating bygone days she had left
behind.

Then, remembering the past, Osuzu suddenly became two
or three years younger, a fifteen- or sixteen-year-old beautiful
maiden, and right before her eyes out of the mist appeared the
beautiful Etchfijimasuzaki beach, shaped like the bay, with its
Western-style house.*

Here the history of the protagonist, Osuzu, is related neither via the narra
tor nor by Osuzu herself. Instead, this is achieved by employing a form o
recollection and depicting her stream of consciousness. The narration of thi
recollection takes place as perceived through Osuzu’s mental eye so that wr
do not sense the existence of a narrator who unfurls sarcastic remarks. Th
narrator here is stripped of his personhood and embodiedness and begin:
to change into a kind of impersonal narrative device.

Whether the narrator calls himself the author or not, whenever there 1.
an entity with the human qualities that characterize Narrator 1, the reade
can only passively receive the reports of events and characters in the stor
world and the one-sided commentary given by this narrator. In this case, the
reader cannot position his or her own perspective within the textual world
But when the colorless, nonperson narrator that is Narrator 2 emerges, fo
the first time readers are able to actively identify their own perspective:
with that of the narrator. It becomes possible to assume various perspective:
within the text, including those of various characters within the work. Whe
Roan called for “evoking sympathy toward the protagonist in the reader,
he could only have meant something like this narrative device. Moreover, i
was possible to block the narrator’s interfering remarks and “reveal inne
thoughts psychologically” only if one relied on this device. The celebratec
innovation of “psychological description” achieved in Ukigumo did not lit
simply in establishing an intratextual narrator but rather in the transforma
tion it achieved toward a narrator characterized by this sort of perspectiva
structure.

When the narrator is an entity like Narrator 1, clearly distinct from the othe:
characters, he cannot penetrate those characters” minds. Therefore, in re

26. Saganoya Omuro, “Hakumei no Suzuko” (The Sad Fate of Suzuko), 1888-89, in MB.
17:238-39.
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vealing their thoughts he has no recourse save guessing about the charac-
ters” psychology and emotions from their external appearance.

The young man kept picking up his letter and trying to read it and
then putting it down again in despair. He seemed very irritated.
He grunted in response to her question to indicate his annoyance
and refused to join in her chatter. This made the buxom beauty
puff out her round cheeks until it seemed they would burst.
She went downstairs in a huff. He looked relieved to see her go.
(Ukigumo, 201)

The narrator only observes the characters” actions and expressions and does
not describe their inner emotions. In other words, he does not say “Bunzd
was relieved” but merely describes how he “looked relieved.” By means of
clues given by the narrator, such as the behavior and speech of the charac-
ters, the reader can surmise their inner thoughts. On the other hand, Narra-
tor 1 does not have the means to describe internal thoughts and speculations
that are difficult to guess from the outside. In such cases, the characters’
thoughts remain unclear to the reader.

In order to directly describe inner thoughts, Narrator 1 has to lose his
personhood and embodiedness and change into Narrator 2, who can enter
into the consciousness of the characters. As one method in this process of
transformation, works from this period often use a “magic mirror” to reflect
inner thoughts.

Here, let us suppose there was a mirror capable of illuminating
the innermost heart of this person and of reflecting on its surface
all of the thoughts that passed through it. What sorts of things
would appear on its surface?”’

As though reflected in a crystal clear mirror, the heart that changes
instantly from joy to sorrow will be illuminated in the passage
that follows.”®

What are Oyuki’s true feelings? Let’s take out our magic mirror
and reflect her innermost thoughts.”’

27. Saimon Inshi [Sato Kuratard] (1855-1942), Shiba no iori (Brushwood Hermitage), 1889 (Osaka:
Shinshindo, 1889), 17. )

28. Saganoya Omuro, Shimarimise no hara (Inside a Miser), 1887 (Tokyo: Okura Magobé, 1887),
28.

29. Tsubouchi, Imotose kagami, 16:216.
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The unnaturalness of having to take out a magic mirror each time inner
thoughts are described fades a bit in the next stage in which the magic mir-
ror is eliminated and only the explanatory comment “in his or her mind” is
used.

With a wry smile and a sneer, under his breath, he said to
himself:

Taku: For stirring up the fighting spirit and training in horse
riding, a horserace and a money pouch weren’t bad. . . . I wonder
if we can alert those who would rescue the local region from its
torpor.30

Then, he presently took it, bundled up into a cross-shape into
his hand and examined it. (To himself) Isn't someone secretly

watching?31

This descriptive technique, in which characters speak their inner thoughts to
themselves, was a conventional method that was used in both the early mod-
ern and the modern novel. In them, however, inner thoughts were strictly
presented in the form of transcriptions of thoughts that had actually been ut-
tered aloud as voiced speech. In the above examples, we find inner thoughts
narrated in the form of inner speech. Ukigumo is no exception; in it, too, we
can see this shift from external voiced speech to unvoiced inner speech.

The hinges of his hips were quite up to the task, but the hinges
of his heart were stayed by his inability to decide: “Should I just
tell?” “But it’s so hard to say it.” Suddenly he rose and went to the
head of the stairs. He stopped. He hesitated. Then saying to him-
self, “I'll just go and say it,” he rushed downstairs and went into
the sitting room. (Ukigumo, 227)

In depicting the actions of Bunz6, who is at a loss over whether or not to in-
form his aunt about his dismissal from work, the narrator includes his own
analysis of Bunzd'’s inner thoughts, explaining, for example, that “the hinges
of his heart were stayed.” The actual decision-making process is, however,
given expression in the form of words spoken by Bunzd to himself. This
is the same technique used in the passage that immediately precedes this
point in the text, where Bunz6’s troubled thoughts are bracketed in quota-

30. Sudd Nansui (1857-1920), Ryokusadan (The Local Self-Government), 1886 (Tokyo: Shun'yodo,
1886), 4.
31. Saganoya, Shimarimise no hara, 28.
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tion marks as words that are spoken aloud to himself in a monologue that
goes on so long as to seem unnatural. But in the portion immediately after
this Bunzd’s inner thoughts are narrated as inner speech: “Bunzo thought to
himself, ‘this would be a good time to say it, when Osei isn't here. I'll get it
over with right this minute™(227).

Before long, such comments as “thought to himself,” as well as the brack-
etlike quotation marks, disappear and the words of inner speech are embed-
ded directly within passages of narrative description rather than separated
from the narrator’s language. Here we can clearly see the shift from Narrator
1 to Narrator 2. In chapter 5, Bunzo, who was scolded by his aunt when he
reported his dismissal to her, has decided to pack his belongings and move
to a boardinghouse when a voice from downstairs announces lunch.

He deliberately made her call him several times before answering
and then went down reluctantly. He looked annoyed and irritated
and rather frightening. He opened the door of the sitting room. . . .
There is Osei! Oseil! (Ukigumo, 240)

Bunzo had been so preoccupied with his misery that he had
barely thought of her until now. He had, in fact, nearly forgotten
her. ... He was amazed at what had been going on in his mind. He
had buried the joy of his love deep in his heart, and had allowed
bitterness and anger to dominate him. . . . Bunzd had his lunch
and went back upstairs. He made an attempt to resume the task
of packing his things but somehow his earlier determination had
deserted him. [A] He tried to work up some spirit by coaxing himself
on in a soft voice, “I'm fine,” [B] but nothing happened. He made
another effort, speaking out in more strident tones: “I'm fine.” He
even clenched his teeth fiercely again. [C] Would I ever change my
mind once I've decided on something? No, never. Even if she forbids me
to go, I will not stay here. (240, emphasis added)

Until Bunzo goes downstairs and opens the sliding door, the narrative gaze
focuses on his actions and expressions. But with the phrase “There is Osei!
Osei!” the gaze turns to Bunzo’s inner thoughts. The description of the psy-
chological transformation of Bunzo, whose determination has been dulled
by Osei’s smiling face, is carried out through a perspective very close to
his own. There is, however, an explanatory tone in which the presence of a
narrator can be felt, just as in the earlier analysis of Bunzd’s inner thoughts
in the phrase “hinges of his heart” But in the section after he returns to
the second floor the narrative perspective overlaps with that of Bunzd him-
self so that we no longer sense the presence of a narrator in the passages of
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subjective description marked as A and B. Moreover, although section C is
embedded within a passage of narrative description, it is entirely a descrip-
tion of Bunzd’s own inner thinking.

In part 2 of Ukigumo, we frequently see this type of shift in narrative
perspective in which the perspective overlaps that of Bunzé. Moreover, the
use of paragraph breaks and punctuation arranges the text’s surface to ren-
der even clearer these shifts in narrative perspective.

[A] Bunzd was completely miserable and certainly not in the
mood for looking at flower displays. . . . Two days before he re-
called having firmly refused to join the party when Noboru had
invited him, and yet that morning he was far from indifferent to
all the confusion in the household. Watching their excitement, he
was reminded over and over of his own predicament. How depressing.

[B] How depressing. For Bunzo, it was depressing to see how
casually Osei had accepted his decision not to go with them.
Bunzd felt that if she really wanted him to go, she should have
insisted on it. Then, if he had continued to refuse, he wanted her to
say she would not make the excursion without him.

[C] “Aren’t you just jealous?” He asked himself, trying to be
reasonable. But her reaction continued to bother him.

[D] Sulky and displeased at the world in general, he did not
want to go and he did not want to stay home. He kept getting to
his feet as if he had some pressing matter to attend to and then
sitting down again. How vexing. It was impossible for him to remain
settled.

[E] Still unsettled, he thought he might distract himself by
reading, and he chose a book at random from the bookcase. . . .
Bunzd angrily thrust the book aside. He angrily leaned on his desk,
angrily rested his chin on his hand, and angrily stared off into
space. All at once he straightened up, his face animated once again.
(Ukigumo, 25960, emphasis added)

In the opening passage the emotions of Bunz, who has yielded to melan-
choly after he has refused an invitation to go chrysanthemum viewing and
stayed behind, are described a bit sarcastically. But by the time we get to
“Two days before he recalled having” the narrative perspective shifts into
Bunzd’s inner thoughts. With the subjective adjective at the end of passage
A, “how depressing,” the perspective overlaps with that of Bunzé. In B, “For
Bunzo” and “Bunzo felt” are narrated in the third person, yet at the sentence
end we do not find the explanatory mode of expression we would expect
in the third person, an expression in fapanese such as no de aru. Instead,
it ends with the first-person subjective expressions, “how depressing” and
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“he wanted her to say” voiced from Bunzd’s position.”” As if to carry on
this subjective narrative expression, direct dialogue is inserted into C, while
again in D the narrative continues with subjective expressions “Sulky and
displeased” and “How vexing.” Then, with the final “It was impossible for
him to remain settled,” the perspective shifts to one that captures the situa-
tion from an external position, and the narrative shifts into the style found
in E, an objective description that depicts Bunzd’s appearance as viewed
from the outside.

This type of change in perspective from subjective to predicative, as
well as the shifts in perspective that occur from paragraph to paragraph, can
be understood as phases in a shifting perspectival subject of expression, one
that vacillates between Narrator 1 and Narrator 2. Sugiyama Yasuhiko has
argued that in Futabatei’s “Aibiki” and Ukigumo, with regard to the expres-
sion of consciousness “on behalf of the characters in the work,” the relation-
ships between the “characters of the work who are the subjects of expression”
and external phenomena are multilayered. “In Ukigumo, this multiplicity is
taken up as a syntactical structure by means of which the multitiered struc-
ture of the characters’ consciousnesses is given expression.”* Certainly, the
narratorial perspective overlaps with that of characters within the work in
order to depict their interiors, but this by itself would not produce a mode
of expression that conveyed the multiple layers of consciousness that we
find in Ukigumo. This becomes clear when we look at the descriptions of in-
ner thought found in passages such as the following from Firyi kyoningyo:
“Devoted [to Tatsumi]. . . . Is Niyake['s devotion] the reason my affections
[for Tatsumi] have gone for naught? ‘Devoted'—but that doesn’t tell me any-
thing.”* It is likewise with the description of consciousness for the charac-
ters in the work “Imosegai” (Shell of Imose, 1889) by Iwaya Sazanami (1870—
1933).” While such expressions arise from the internal consciousness of the

32. In Japanese, subjective predicates, such as adjectives that express the speaking subject’s
feelings or mental state, involve rules limiting the use of person for the grammatical sub-
ject. For example, the expression mizu ga nomitai ([I] want to drink water), can be spoken
by an “I” in the first person, but it cannot be spoken in the third person about a “she.”
Likewise, Watashi wa kanashii (I am sad) is grammatical, but *kanojo wa kanashii (*She is
sad) is not. In the above passage, “How depressing” from [A], “he wanted her to say” from
[Bl, and “How vexing” from [D] all use predicates that in Japanese can ordinarily only be
used in the first person. For details about how perspective relates to subjective adjectives
and subjective predicates, see Oe Saburg, Nichieigo no hikaku kenkyii (Tokyo: Nan"undo,
1975); and Kuno Susumu, Danwa no bunpo (Tokyo: Taishiikan Shoten, 1978). [Hirata note]

33. Sugiyama Yasuhiko, “Hasegawa Futabatei ni okeru genbun itchi” (Genbun itchi in
Hasegawa Futabatei), Bungaku 36:9 (September 1968): 46. [Hirata note]

34. Ozaki, “Farya kydningyd,” 6:95.

35. Iwaya Sazanami (1870-1933), Imosegai (Shell of Imose, 1889) in Meiji shosetsu shii (Tokyo:
Chikuma Shobdo, 1975).
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characters in the work, they can only provide one-dimensional portrayals of
consciousness that lack any sense of depth.

In fact, it is possible for characters to become the subject of expression
but only in the narration of a first-person novel. Thus, for example, even if
there is an overlap of the narrative perspective with that of the protagonist
in Ukigumo, which takes the form of a third-person text, we have to realize
that there is another subject of expression in addition to that of the depicted
characters. The narrative viewpoint does not solely delve under the surface
of Bunzod’s consciousness but also takes up an external position, recording
his sudden monologic outbursts and exclamations and describing his ac-
tions from the outside. In an objective description like this, it becomes pos-
sible to render into an object of description that deep layer of psychology
that is unknown even to the character’s own consciousnesses. The multi-
layered expression in Ukigumo arises not from the characters” multiplicity
of relationships among themselves and with outside phenomena. Rather, its
source should be sought in the multiplicity of positions taken up by the nar-
rator as the subject of expression that objectifies the characters and events
within the text.

By using such a multidimensional narrator, the author is able to establish
various perspectives within the text. In turn, this deployment of multiple
perspectives permits the construction of a multidimensional story world.
This goes beyond simply providing multiple layers to the textual world by
reflecting the multilayered structure of consciousness of the characters in
the work. The multilayered world of Ukigumo that Koda Rohan (1867-1947)
criticized as being like “looking at a map of geological strata,” was achieved
through the construction of a narrative perspective that was capable of cut-
ting vertically through the depth of the textual world, a world that was in-
tertwined with the various levels of consciousness of the work’s characters.*

About Ukigumo’s theme we have the words of Futabatei himself: “I was
driven by the urge to depict the underside of Japanese civilization.”” From
the start, Futabatei’s motif was “civilization criticism” (bunmei hihyo), taking
as its foundation the “conflict between new and old ideas” in which each

36. Kdda Rohan, “Gengotai no bunshé to Ukigumo” (Language Style and Ukigumo), 1909, in
Rohan zenshii, 44 vols. (Tokyo: Iwanami Shoten, 1978-80), 29:449.
37. Futabatei Shimei, “Yo ga hansei no zange” (A Confession of My Life), 1908, in MBZ 17:113.
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of the work’s characters was made to represent a certain line of thought.
If Futabatei’s aims for Ukigumo had not gone beyond this sort of political
allegory, then a narrator who spewed out sarcastic remarks would have
likely been the best means for realizing his thematic. But, as we have seen,
beginning in the middle of book 1 the narrator abandons his objective stance
and begins instead to overlap his perspective with that of Bunzo, who is one
of the characters and hence ought to be one of the objects of criticism. In
the second section of Ochiba no hakiyose (Piles of Fallen Leaves: A Second
Basketful, 1889), one of the journals that Futabatei maintained, we find a
rough draft of chapter 18 of book 3 of Ukigumo followed immediately by
a section titled “Sakubun no kokoroe” (Rules for Composing Prose). There,
Futabatei writes that “in producing a novel, too, one must leave behind one’s
personal biases.” He continues:

In order for the author, who must labor to rectify his heart and
portray things just as they are (ari no mama ni), to display his
insight he should not write down his own prejudices toward
the novel’s characters, whether they be favorably or unfavorably
inclined.*

Futabatei here seems flustered at the way the narrator and Bunzo6 uninten-
tionally end up merged with one another in book 2, and he rejects the ex-
pression of prejudices for or against characters in the work. As if to reflect
this moment of self-criticism, in book 3 we can see a shift that we might
classify as a reorganization of the narrative apparatus.

As Ukigumo develops from book 1 through books 2 and 3, the narrative
perspective gradually draws closer and closer to that of Bunzd so that, as
Nakamura Mitsuo has noted, by book 3 the work is centered on Bunzd’s psy-
chological inner monologues.” But in book 3 the third-person narrator that
is supposed to have faded away unexpectedly shows up again, copiously
showering the various characters with sneering remarks.

It might be said by some that Bunzd had a reputation for being
more likely to apologize than rebuke. (Ukigumo, 323)

If you look up at that face, what tears in her eyes! (326-27)

38. Futabatei Shimei, Ochiba no hakiyose (Piles of Fallen Leaves: A Second Basketful), 1889,
MBZ, 17:155.

39. Nakamura Mitsuo, Futabatei Shimei den (A Biography of Futabatei Shimei) (Tokyo:
Kodansha, 1958), 126. [Hirata note]
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What might you say of Bunz6—yes, indeed, just what type of per-
son is Bunzo himself? (335)

Poor Bunzd—apparently he has not yet suffered enough. (335)

Was she trying to hide her embarrassment or was she just ex-
tremely happy? It would be impossible to know without asking
the young lady herself. (337)

The initiative for leading the narrative forward seems, once again, to have
fallen into the hands of this interventionist narrator. We even find passages
that suggest he is leading the text forward by the nose: “There were various
things but I will pass over the details because they are bothersome” (339) or
“This is how it came about” (344).

Chapter 19 begins with that narrator’s voice. It narrates the changes in
the characters’ feelings created by Bunzd’s dismissal, as well as the ways in
which it is viewed by such characters as Omasa and Noboru, but it does not
do so from Bunzod’s perspective. Moreover, in the intervals between these
various views the narrator adds his own speculations and analyses such as
his description of Osei’s mental state when she “was in the gravest danger
and did not know it” (Ukigumo, 351). He takes up a position roughly equi-
distant from all of the characters, and as a result he is able to draw his per-
spective equally close to that of every character. In chapter 18, the manner
in which Noboru, Omasa, and Osei become friendly is depicted, at which
time the position of perspective in the first part is set very close to that of
Osei. Moreover, we even find the narrator taking up the perspective of such
characters as Onabe, who in books 1 and 2 had not even been the object of
the narrative gaze (chapters 13, 15).

The position of this narrator, who is able to overlap the perspectives of
each of the characters in the work while still preserving his own objective
perspective, remains unshaken even in the case of Bunzd. The description
of Bunzod as he is absorbed in daydreams while gazing at the grain of the
wooden ceiling is occupied with depicting the various mental images that
float across his mind. But it is not a direct depiction, one that overlaps the
perspective of Bunzo himself. Rather, it is objectified by the narrator in such
a manner that it takes up as its object even the unconscious strata of Bunzd’s
consciousness.

As he was contemplating, he remembered the bearded face of the
foreigner who had taught him physics and he completely forgot
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about the grain of the wood. And then several of the students
who had been to school with him appeared in his mind’s eye. . ..
Suddenly the machine and students vanished into thin air. Bunzo
saw the grain of the wood again. (Ukigumo, 353-54)

Compare this with the passage near the end of book 1, chapter 4, which
depicts Bunzd'’s consciousness as he falls asleep: “The image of his white-
haired mother which had been flickering before his eyes grew a speckled
black beard and became the head of his chief. Soon that terrifying head . . .
its features changed . . . gradually a rose-shaped hairpin . .. Osei’s . . . head”
(233). In contrast to the direct depiction here, in the passage from chapter 19
in book 3 we find the clear presence of an objective narrator, one who adds
explanatory comments.

This narrative apparatus, which fluctuates back and forth between Nar-
rator 1 and Narrator 2, clearly was not Futabatei’s intention. About Ukigumo
he would later recollect, “There is no consistent philosophy espoused in it.”
He would likewise confess: “[V]arious perplexities arose from my inability
to decide on the stance I should adopt toward the phenomena of the world”
such as whether he should immediately identify with the characters in the
work or adopt a more critical, bystander’s perspective toward them.”’ In the
end, it seems likely that the failure to establish a unified narrative apparatus
applied consistently throughout Ukigumo was due to his uncertainty about
the theme he wanted to explore in it and, more broadly, to his uncertainty
over the author’s standpoint toward the story world of Ukigumo.

The problem of determining the author’s stance vis-a-vis a novel’s
fictional world and the characters within that work was not unique to
Futabatei. Tsubouchi Shoyo had already argued that “a biased attitude” to-
ward the characters in the work should be avoided and that “Japanese au-
thors in the past have shown a marked tendency towards favouritism. No
writer whose guiding principle is to observe life as it is and write about it
in strictly realistic terms ought to have such a bad habit.”*' As we have seen
in his “Sakubun no kokoroe,” Futabatei was heir to this way of thinking.
But this is not limited only to those in the genealogy of “realism,” which
traces its lineage back to Shoyo. For example, we find the same situation in
the case of authors such as Kéda Rohan, who are typically situated in the
“antimodern” school.

40. Futabatei Shimei, “Sakka kushin dan” (Conversation about the Author’s Efforts), 1897, in
Futabatei Shimei zenshii, 9 vols. (Tokyo: Iwanami Shoten, 1964-65), 5:165.
41. Tsubouchi, The Essence of the Novel, 85.
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Novels, whether it be Hakkenden or Arabian Nights, great or small,
are all, when examined in the light of reason, phantoms and il-
lusions born out of daydreams and fantasy. . . . Merely to set in
motion bloodless, spiritless images on paper is not to create a true,
elegant novel *

For the writers of this generation, who grew up as avid readers of the yomihon
genre in which the author occupied the position of Old Man Creator and ma-
nipulated the story world at will, escaping the fetters of this sort of authorial
position and establishing a new kind of position was an indispensable step
in launching the “modern.” But merely avoiding authorial prejudice toward
the characters and refraining from authorial intervention in the story world
did not immediately lead to the full realization of a new, inorganic narra-
tive apparatus. Rather, the narrative apparatus remained in a half-realized
state characterized by the reappearance of a sarcastic, officious narrator or
by the creation of an extremely shallow story world born of mere surface
realism. In the end it seems that the authors, as they groped toward the ap-
paratus necessary for a “modern” literature, still lacked the consciousness
and technique that would allow them to completely master such a narrative
apparatus. They were hesitant to define a fixed distance between themselves
and the story world and its characters, just as they were unable to establish
a fixed standpoint for their own selves. The authors held in their hands the
various devices of fiction, including the narrative apparatus, but it would
require many more failed experiments and frustrated attempts before they
would be able to manipulate them at will.

NOTE

This chapter was originally published under author’s former name, Kubo
Yumi, as “Kindai bungaku ni okeru jojutsu no sochi: Meiji shoki sakkatachi
no rikkyakuten’ o megutte,” Bungaku 52:4 (April 1984): 98-111.

42. Koda Rohan, “Zoka to bungaku” (Creation and Literature), 1890, Yabin hochi shinbun, July
23, 1890. [Hirata note]
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cHAPTER | Introduction to the Discourse
4 of the Modern Novel: “Time” in
the Novel and Literary Language

Mitani Kuniaki
Translated by Mamiko Suzuki

1. CRITIQUE OF THE NONPERSON NARRATOR

The prose novel is a literature of the past-tense form.! Works that break the
taboos against second-person or present-tense narration do exist, as with,
for example, the works of Alain Robbe-Grillet or those in which Kurahashi
Yumiko so boldly imitates him. However, such works remain, strictly
speaking, within the domain of the experimental and cannot exceed it. We
should probably note here that the “past-tense” form of the prose novel
differs from the grammatical past tense and is one of the distinguishing
characteristics of novelistic language.

Everyday language expresses the past or perfect tense in the follow-
ing way.

(Last night) I was scared. (sakuya) watashi wa kowakatta.

If we take this first-person expression and switch it to the second or third
person, the sentence becomes:

(Last night) you were probably scared. (sakuya) anata wa kowakatta
desho.

(Last night) Hanako was probably scared. (sakuya) Hanako wa
kowakatta daro.

In this way, it is customary in such cases to add such inferential endings
as “deshd” and “dard”; in novelistic language, however, it is a general rule

1. The original term for the past-tense form is kakokeishiki, and the grammatical past tense is
kakokei. All notes are by the translator except where noted.
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not to utilize the inferential ending with the third person, and this “past”
carries out a crucial and unique function in the language of the novel.” I will
take as an example the opening sentence of Nakagami Kenji’s “The Jotokuji
Tour” (included in the collection titled Misaki), which I had on hand.

At the scramble intersection, he counted them—for good mea-
sure, he told himself.?

sukuranburu kosaten de, kare wa nennotame to kazoete mita.

Hence, the tense called “the past” is distinctive to the language of the
novel and works as a way to indicate to the reader that the text belongs to the
genre of prose literature, and so it is recognizable as one of the functional
supports for “fictionality.” Just as with the conventional “Once upon a
time . . . it was so” (nukashi . . . keri) form found in late classical works of
narrative literature, the discourse “he counted them—for good measure,
he told himself” has the task of drawing readers into the strange world of
“fiction.” At the same time, the fact that in ordinary usage this expression
is possible only in the first person suggests that in novelistic discourse the
third person simultaneously functions with first-person capabilities. Within
the prose fiction text, readers are able to identify with the characters only
because the novelistic third person maintains a function that differs from
everyday language.

According to my limited knowledge of the developmental period of
the modern novel, it was born from a struggle over what form could best
realize this “past” in the prose novel. Its greatest battlefield was Futabatei
Shimei’s Ukigumo, and this text is left for us today as a symbolic artifact of
the encounter turned battle between form and language in modernity.

2. Though not developed in this text, discourses that use ta in the past form and the third
person exist. For example, in the case of “Yesterday Hanako was at Yokohama Station,”
this is used when the “narrator = 1” is in actuality narrating the facts of “sight/hearing
= experience.” However, since the experience as “location” is necessary, in everyday
language it is not possible to say “Yesterday Hanako was at Yokohama Station. At that
time, Tard was at Shinjuku Station,” and so this is the unique privilege of novelistic
discourse. Here exist the grounds for the birth of omniscience in the prose novel. Rather
than using an inferential expression to recount simultaneous events that occur in
different spaces, such as “Yesterday Hanako was at Yokohama Station. At the same time,
Taro seems to have been at Shinjuku,” by using t# in both sentences the narrator, and
therefore the reader, produces the illusion that these events are actually experienced by
them as onlookers. This absent narrator who nonetheless experiences the narrated events
as an onlooker constitutes the distinctive feature of the modern novel. This is the reason
why the modern novel, though fiction, is received as if it were real.

3. A scramble intersection is a six-way pedestrian crossing.
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The opening passage of Ukigumo, chapter 1, reads as follows.

It is three o’clock in the afternoon of a late October day. A swirling
mass of men stream out of the Kanda gate, marching first in ant-
like formation, then scuttling busily off in every direction. These
fine gentlemen are clearly interested in the appearance of his face,
each and every one (katagata). Look carefully and you will see what
an enormous variety of individual types are represented in the
huge crowd. Start by examining the hair bristling on their chins
and under their noses: mustaches, side-whiskers, Vandykes, and
even extravagant imperial beards, Bismarck beards reminiscent
of a Pekinese, bantam beards, badger’s beards, meager beards that
are barely visible, thick and thin they sprout in every conceivable
way (hae wakaru).

Now what’s also different is their mode of dress (minari).
Here is a dandy in a fashionable black suit purchased at Shirokiya
set off by shoes of French calfskin. Cannot one say (to ju) that
this one’s mustache is so long that he might catch some fish with
it? And now confident men oblivious of the ill-fit of their tweeds
worn with stiff leather shoes—trousers that trail in the mud
like the tail of a tortoise; suits bearing the indelible stamp of the
ready-made clothes rack. “I have a beard and fine clothing, what
more do I need?” they seem to say (to sumashita ganshokude) [lit.,
“they seem to say with smug expressions”]. Glowing like embers
on the fire, these honorable men hie themselves home, heads erect
(okaeri asobasu). Indeed, they’re all quite enviable (ya ourayamashii
koto da).

Now behind them arrive (dete oidepasaru) the graying heads,
stooped with weak backs, they return (okaerinasaru) home, plod-
ding, with empty lunch boxes dangling from their waists. Despite
their advanced years they are able to hold a job, and they can
easily work (otegaru na ominoue) in old-fashioned Japanese clothes,
their duties not being so strenuous. Quite lamentable, is it not
(okinodokuna)?*

The work thus begins with a description of the scene of employees
returning home from government offices at Kanda gate. As indicated by the

4. All translations of Ukigumo passages are based on Marleigh Ryan’s Japan’s First Modern
Novel: Ukigumo of Futabatei Shimei, (New York: Columbia University Press, 1967), (here-
after cited as Ukigumo), although some modifications have been made to help illustrate
the arguments of this essay, which are based on the original. This passage appears on
197-98. Although the togaki are not marked in Mitani’s original essay, in the translation
of Ukigumo each is rendered in boldface type to illustrate the use of the quotational “to”
in the passage.

99



Mitani

underlined words, what we notice from this opening scene is that the passage
is written in the present-tense form and therefore produces an unsettled
feeling in the reader. Rather, one might say that from the perspective of
current standards, the togaki-like expressions appear cinematic and as a
result fresh.” The honorific forms, marked by the double lines in the quoted
passage, serve as the counterpart to the present-tense form. It is perhaps more
accurate to call these mocking honorifics. But, regardless of this mockery,
the use of honorific language in prose fiction—as research on narration
in monogatari (premodern prose narrative) has made clear—is impossible
without presuming the existence of a narrator.’

It is a feature of Japanese honorific language that in addition to in-
dicating the status of the object of narration and of the listening audience
it also indicates the narrator’s relative status. The level of sarcasm in this
opening description toward the government employees of relatively high
status, for example, amounts only to such remarks as “itis all quite enviable”
contrasting sharply with the excessive use of honorific language bordering
on outright insolence in the passage describing those of lower status who
follow after in Japanese clothing. As a result, we are able to glimpse here the
narrator’s status and attendant ideology.

There is no doubt that the method of Ukigumo, its use of present form
and its characteristic narrator, fits the concept of the “nonperson narrator” as
presented by Kamei Hideo (by way of Miura Tsutomu) in his Transformations
of Sensibility. Indeed, this narrator, who looks down on Kanda gate mockingly,
says such things as

He enters the two-story house with the lattice door. Let’s follow
him inside.

or

Now, there’s another story with an enticing twist, but before we
get to it let’s find out more about Magobei’s daughter, Osei.

5. Togaki (written with the katakana syllabary to and kaky, meaning “to write”) refers to the
insertion of to after actions, scene descriptions, and light and music cues that appear
between lines of spoken dialogue, as within a script. This is similar to, or the equivalent
of, “tag clauses” in the English language such as “he sajid,” “she thought,” “she asked,”
and “he replied.”

6. For further reference, see “Genji monogatari ni okeru ‘katari’ no kozd: ‘Washa’ to ‘katarite’
aruiwa ‘56shiji’ ron hihys no tame no josho” (The Structure of Narration in The Tale of
Genji: ‘Storyteller’ and ‘Narrator,” or Introduction to a Critique of S&shiji), Nikon Bungaku
2711 (November 1978): 37-52; and “Monogatari bungaku ni okeru ‘katari’ no kézé:
‘Katari’ ni okeru shutai no kakusanka aruiwa monogatari bungaku ni okeru tekusuto
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and

And here we arrive at the very hinge whereby hangs our tale; let’s
begin a new chapter.

In this manner, he hovers behind the characters like a ghost or invisible
spirit, delivering lines that would be characterized as authorial intrusions,
or “soshiji,” in narratology as it is practiced in the study of monogatari litera-
ture.” Clearly, he fits the designation of the nonperson narrator.

This is how Kamei explains the structure of the nonperson narrator.

Let me repeat again that the narrator of Ukigumo frequently de-
parts from the sensibility Futabatei must have grasped as his own
“I-ness.” He seems to take on a life of his own that has little to do
with the kind of self-consciousness that accurately and faithfully
passes along news of things seen and heard. Futabatei’s narrator
is, in fact, single-mindedly oriented toward the reader. His role
is nothing more, nor less, than to bring to life interests—and, in-
deed, a sensibility—that are shared in common by narrator and
reader. In sum, this narrator bears a sensibility it shares with the
reader; he lives within the space of the work, yet is invisible to the
other characters and chooses his own position within that space,
a position, which then functions to constrain him.®

But it is not possible to understand the nonperson narrator in these terms,
that is, as a means chosen by the author in order to share a common sensibil-
ity with the reader.

As we have seen from the analysis of the opening scene, the first half of
part 1 in Ukigumo—despite being prose fiction—is narrated in the present
tense. One would think that since chapter 2 relates Bunzd’s life prior to
the opening scene the past-tense form should have been employed. If we
list the sentence endings found in it, however, we get the following: “he

bunseki no kandsei” (The Structure of ‘Narration’ in Monogatari Bungaku: The Diffusion
of the Subject in Narration or the Possibilities for Text Analysis in Monogatari Literature),
Monogatari kenkyii 1 (April 1979): 60-69. [note by Mitani]

7. Soshiji refers to the comments that seem to imply authorial intrusion, which are made, ap-
parently, by the author rather than the “narrator.” This term is distinguished from ji no
bun (plain narrative), which refers to passages of normal third-person narrative that are
also distinguished from dialogue and characters” inner thoughts.

8. Kamei Hideo, Transformations of Sensibility, edited by Michael Bourdaghs, translated by
Brett de Bary (Ann Arbor: University of Michigan, Center for Japanese Studies Publica-
tions, 2002), 15-16.

101



Mitani

trains” (shikomu), “there is no time” (maganai), “he comes out”(detemairs),
“he studies” (benkyosuru), “he goes to sleep” (tokonitsuku), “is depleted”
(nakunatte shimau), “there is only a little left” (nokori sukuna ni naru), “she
scrapes together [enough to eat]” ([keburi wo] tateteiru), “he realizes” (kokochi),
and “it must have been spring” (haru no koto toka). In all cases either the
present-tense form or a noninflected substantive ending (taigendome) is used.
Thus, the reader does not share the same sensibilities as the narrator, and,
moreover, because the writing is not in the past-tense form the reader is
forced to engage in an unstable reading as if she, or he, had been suspended
in midair. For that reason, the nonperson narrator emerges from the discord
arising from conflicting impulses, the irritating nonconjuncture between
the discourse known as genbun itchi (which, at the very least, is not spoken
language) and the “past” form demanded by prose fiction. That frustration
arises not only in current readers like ourselves, but it also arose, without a
doubt, in the author Futabatei Shimei himself, becoming the source of that
mocking tone.

According to Kubo [Hirata] Yumi in “The Narrative Apparatus in
Modern Literature: Regarding the Foundations of Early Meiji Writers,” in
contrast to the yomihon’s use of refined literary language, the kokkeibon and
ninjobon put informal spoken dialogue at the center.”” She states that “the
togaki style can only describe the condition of a character objectively so that
in it the narrator himself never makes an appearance.”

[Pig:] “Th . . . there, it’s still br . . . bright. Must've slept too long
... now I'm seeing things,” he said to himself, draws closer to the
door, and in an offbeat, high-pitched voice.!

But as we can see in this passage from the kokkeibon Ukiyoburo (The Bath-
house of the Floating World), the present tense is a property of the togaki
style, and, moreover, there is clearly a narrator as depicter here who makes
the assessment that the character’s remark is “offbeat.” Judging from this, it
seems that the nonperson narrator in Ukigumo is an extension of this togaki

9. Kubo [Hirata] Yumi, “Kindai bungaku ni okeru jojutsu no sdchi: Meiji shoki sakkatachi no
‘rikkyakuten” wo megutte,” Bungaku 52:4 (April 1984): 98-111. See the translation in this
volume.

10. Yomihon (reading book), kokkeibon (ludicrous books), and ninjobon (books of human pas-
sions) were all popular genres of fiction in the latter half of the Edo period. Whereas
yomihon featured “'serious” heroic tales that stressed Confucian and Buddhist morality,
kokkeibon and ninjobon focused on humor and romance.

11. Shikitei Sanba, Ukiyoburo, in Nihon Koten Bungaku Taikei, 100 vols. (Tokyo: Iwanami Shoten,
1957-69), 63:55.
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style from the kokkeibon and ninjobon genres. In Ukigumo, the phenomenon
of clustered dialogue occurs with frequency, a phenomenon whose origins,
too, might lie near these genres.

Of course, to extend the togaki style into a long text makes it something
different from the previously existing togaki style, which was used only in
brief passages, so needless to say this announces the birth of a new kind of
discourse. But it should not be a waste of time to confirm the origins of this
discourse, and in fact it seems possible to shed light on how the limitations
inherent in these origins determine the mode of expression within Ukiguo.
That is to say —and this is related to subsequent analyses in this essay—the
togaki style always posits the speaker as an external observer and has the
disadvantage of being unable to enter into the characters’ psyche, and, as
Kubo Yumi has shown, therein lies the reason for the lack of psychological
depictions or inner speech in the opening sections of Ukigumo.

2. THE ESTABLISHMENT OF NOVELISTIC DISCOURSE

The present-tense form of Ukigumo, a mode difficult to actualize in prose
fiction, would inevitably have to change. At the tail end of part 1, chapter 3,
comes this line: “And yet today (to return to the events related in the first
chapter) Bunzo, upon whom everyone’s expectations rested, was asked to
leave his post. An old-fashioned person would attribute it all to an evil fate”
(Ukigumo, 222). The nonperson narrator, who could well be called the soshiji,
appears here again, and, despite the fact that he is describing events that oc-
cur “today,” the past-tense (not in a grammatical sense) auxiliary ta is used
(menshoku to natta, lit.,, “He became unemployed”).

And, as if in correspondence, in chapter 4 the ta ending appears with
gradually increasing frequency: “[the sky] was dyed a faded crimson”
(usukobai ni someta), “[the sky] brightened” (akaruku natta), “[the color on his
face] appeared” (arawarete maitta), “[his] heart jumped” (formune o tsuita). Pre-
cisely in that same chapter where ta appears with increasing frequency, an
extended internal monologue, or what could be called “stream of conscious-
ness,” is depicted, utilizing quotation marks.

He smiled, chuckling to himself; but then his open mouth became
twisted and distorted and an expression of grief appeared on
his face.

“Oh, what on earth shall I do? I certainly have to say some-
thing. I must make up my mind to tell them when they come
home tonight and get it over with. . . . I'll tell Osei—no, not Osei.
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I'll tell my aunt . . . a terrible face . . . tell that terrible face . . . tell
that offensive mouth. . . . Oh I'm all mixed up.” He shook his head
back and forth. (Ukigumo, 226)

Even though the nonperson narrator experiments with soshiji-like expres-
sions in the first section, from around chapter 4 on it abandons the togaki-
like detached spectatorism and becomes able even to see through the char-
acters’ (even though it is almost exclusively Bunzd’s) inner speech. It is in
correspondence to this that a discourse of the past-tense form, fa comes to
dominate. It is necessary to analyze closely the process by which this ta is
established through parts 2 and 3, but this is not the objective of this essay.
So, restricting myself to what is thematically relevant to the discussion, I
will turn to the purported ending of the novel in part 3, chapter 19.">

Watching Osei’s departing figure, Bunzo smiled (nikkori shita). For
whatever reason his manner had changed and without the leisure
for suspicion he felt somewhat at ease; and so he smiled (nikkori
shita). Then delusionary thoughts crept into his mind, and though
he tried to push them away, they came in so that, one after an-
other, various groundless thoughts floated in his breast. Eventu-
ally he even began to think (omoi konda) that everything that had
occurred was all due to Bunzo’s paranoia and that in reality there
was nothing to worry about. But when he thought it over again,
she had humiliated Bunzo for no reason; disobeying her mother,
she had at some point begun to do as she was told, then had stated
that she was on bad terms with Noboru, with whom she had been
so friendly—there seems (omowarery) to be something going on.

In thinking so, he knows not whether to rejoice or to lament, be-
coming suspicious, even of himself, so, as though when a gesture
of tickling is made from far away, he could not laugh wholeheart-
edly or cry; wavering between pleasure and displeasure, he paced
back and forth (iki modoritsu shiteita) on the veranda for a while.

But, if he were to say something she might listen; as soon as
she returns, this time he’ll try his fortune again; if she listens, then
fine, and if she won't, then at that time he will certainly leave his
uncle’s home. Thus he finally made this decision, and returned
(modotta) to the second floor.®

12. Ukigumo has traditionally been analyzed as a completed novel, yet according to the author
it was unfinished.

13. This passage has been retranslated for the purpose of maintaining the endings mentioned
in Mitani’s argument. The equivalent passage in Ryan’s translation can be found on page
356 of her book.
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Along with the total banishment of the nonperson narrator from the
passage, we notice the almost excessive use of ta. According to my thinking,
in the modern novel the ta ending has the function of signaling narrated
“meaning” in terms of the plot, while the present-tense ru ending carries the
burden of narrating “description.” As if to bear this out, there is a “seems”
(omowareru). Altogether this passage qualifies as a model of the discourse
of the modern novel. It is, however, a discourse that makes us inquire as to
who is the subject of expression that describes Bunzo as he went “back and
forth,” wandering from one thought to its polar opposite.

In the togaki-like sentences, there is avoidance of a descent into the
character’s psyche. And at least in the part 1, chapter 4, passage of quasi-
stream-of-consciousness inner speech, quotation marks were used to mark
off Bunzd’s psychological musings. But in this ending passage even that
practice is abandoned, and there is someone who walks, muddy shoes and
all, straight into the interior of an Other. Is this the “author,” the “narrator,”
or some other entity? Most probably, if we take into consideration the
research done up to now—and after confirming the differences with the
actually existing writer—let us cast aside the temptation to use a different
term and answer that it is the author who speaks. In other words, an author
is that which, muddy shoes and all, can grasp and confirm the pleats of a
character’s psyche; this is an omniscient and thoroughly modern concept,
one that is guaranteed by the “past form” fa in the modern novel.

In A Critique of Translation Studies: the Structure of Japanese, the Responsibility
of Translation, Yanabu Akira focuses on fa, maintaining that it functions on
a dimension different from that of ordinary conversation, that it emerged
and developed from translated texts, and that Futabatei Shimei's “Aibiki”
was its starting poinf:.14 As we have seen, however, the discourse of ta was
established in part 1 of Ukigumo, and, although the influence of translation is
undeniable, we should be able to confirm that the discovery of ta in Futabatei
Shimei was born from the struggle with the “past” form definitive of the
modern novel.

Now, ta is a modern auxiliary verb that combines in itself a range of
distinct meanings that would have been expressed by multiple endings in
the pre—genbun itchi literary language: ki, keri, tsu, nu, tari, 712> Therefore, it
is useful to analyze the function of fa through a comparison with classical

14. Yanabu Akira, Honyaku gakumon hihan: Nihongo no kozd, honyaku no sekinin (A Critique of
Translation Studies: The Structure of Japanese, the Responsibility of Translation) (Tokyo:
Nihon Honyaku Y6sei Senta, 1983); Futabatei Shimei’s “Aibiki” is an adaptation of Ivan
Turgenev’s Rendezvous.

15. These are past- and perfect-tense endings of the end form (shashikei) in the literary, or
written, classical Japanese language.
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writing, and—drawing from my area of expertise—I will compare The Tale
of Genji in its original form and a modern Japanese translation of it using the
following example from the “Ytigao” (Evening Faces) chapter:

The bright full moon of the Eighth Month came flooding in
through chinks in the roof. It was not the sort of dwelling he was
used to, and he was fascinated. Toward dawn he was awakened
by plebian voices in the shabby houses down the street.

“Freezing, that’s what it is, freezing. There’s not much busi-
ness this year, and when you can't get out into the country you
feel like giving up. Do you hear me, neighbor?”

He could make out every word. [a] It embarrassed the woman
that, so near at hand, there should be this clamor of preparation
as people set forth on their sad little enterprises. [b] Had she been
one of the stylish ladies of the world, she would have wanted to
shrivel up and disappear. [c] She was a placid sort, however, and
she seemed to take nothing, painful or embarrassing or unpleas-
ant, too seriously. Her manner was elegant and yet girlish, she did
not seem to know what the rather awful clamor up and down the
street might mean.'®

This is the passage, which comes after the scene in which Genji spends one
midautumn evening in YGgao’s home in the Fifth Ward; near dawn, the
people in the neighboring homes awake to begin their work. In response
to the racket, in the passage marked [al, Yugao’s being “embarrassed” is
expressed with the auxiliary verb tari. In [b], the ending namerikashi—here
there is ironic judgment—denotes the soshiji: The Tale of Genji posits as its
own narrator several serving women who observe the main characters” ex-
periences, of whom presumably one is offering the comment here. In the
above sentence, the comment that “had she been one of the stylish ladies of
the world” she would surely have fainted away, is sarcasm directed at Y{igao.
In [c], it is evident in the sentence ending “miekeru” (she seemed) that the fig-
ure of Yiigao is grasped from Genji'’s perspective. What we should note from
“she seemed to take nothing, painful or embarrassing or unpleasant, too
seriously” is that this represents his judgment that she is not embarrassed.

In other words, in [a] Y{igao, [b] the narrator, and [c] Genji, each depicts
her or his response to the early morning voices from the neighboring home,
but there exists no modern “author” who monologically unifies the scene
through a single value judgment. Thus it is possible to say that Ytgao’s sensi-

16. Murasaki Shikibu, The Tale of Genji, translated by Edward G. Seidensticker (New York:
Vintage, 1990), 67.
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bility of embarrassment is entirely reasonable and that its suppression so as
to be imperceptible to her interlocutor is also part of her personality. Given
their “aesthetic sense,” it is surely the case that these serving women would
have wanted to die in such a situation, and it is also true that the seventeen-
year-old Genji, with his emotions heightened, sees Yigao’s unperturbedness
as seductive. Each of these reactions reverberates with the others, and in that
playful interaction there exists no monolithic meaning and no room for an
author who controls the text. To “read” The Tale of Genji is precisely to take
pleasure in the play of multiple meanings, the multiple perspectives of those
three responses. If there is anything like a plot element in this scene, it con-
sists of nothing more than indicating that Genji, owing to his youthfulness,
fails to grasp the nature of the woman and has not yet firmly established his
identity. As we can tell from this example, despite the widespread illusion
that Genji is always invested with an absolute “beautiful nature,” in the text
this is always relativized, and in this scene we even find a comic quality in
his inability to understand the real feelings of women such as Yagao.

If we look at this scene, which in the original version solicits a “playful”
mode of reading, in the most recent translation of The Tale of Genji into
modern Japanese, namely, Enchi Fumiko’s, we get the following.”

On the evening of August 15th, the clear light of the full moon
shines unobstructed through the cracks between the boards of the
roof, and although just to look upon the likes of such a house as
this would have been rare enough, it must have been aimost dawn
when, from the neighboring houses, the vulgar laborers seemed
to have awakened and their voices are heard.

“My, it’s cold. With business so bad this year I won't be able
to peddle my wares in the countryside, it makes you feel helpless.
Are you listening there, neighbor?”

Such bantering can be heard from beyond the walls. The
racket of restless commotion of those who awake to labor for a
meager and dingy living was so close that the woman truly was
ashamed [a]. If she had been one who put on airs, her house is one
that might have made her want to disappear [b]. However, she
was a person of a calm nature, and it did not seem as though she
was deeply affected by hardships or distasteful or embarrassing
things, and her demeanor was extremely refined and ingenuously
calm [c]. Her seeming indifference to the crudeness of this neigh-
borhood of unequaled desolation seemed to be paradoxically

17. Since Mitani published this essay, Jakuchd has pu