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ABSTRACT

This dissertation examines the early poetry of Shimazaki Toson (1872-1943), Doi Bansui
(1871-1952), and Yosano Akiko (1878-1942), three writers who took Japanese Romantic
poetry to its height in the late 1890s and early 1900s. Instead of following the realistic
trend of shasei (sketching from life), each of these poets pursued a lyricism that sought
ideals of nature and mined poetic allusions from classical Japanese, classical Chinese,
and European Romantic predecessors. Their conceptual and intertextual commitments
thus go beyond shasei and beyond nature.

The introduction analyzes the discursive context surrounding concepts of nature
and Romanticism, the traditional use of citation and allusion in Japanese poetics, and
the development of shintaishi (new-style poetry) alongside tanka in the Meiji period
(1868-1912).

Chapter one investigates poems from Shimazaki Toson’s Seedlings (Wakanashi,
1897) that concern the poetic speaker’s absorption in and alienation from wild nature.
The nature of Toson’s poems, however, is always an idealized landscape viewed through
a traditional cultural prism, mediated by poetic allusion, and described in refined
diction; indeed, that is why nature can be a source of happiness and completeness.

Chapter two takes up poetic meditations on the ideal role of the poet in relation
to nature in Doi Bansui’s Nature Has Feelings (Tenchi ujo, 1899). In the ironic stance
of non-poets, Bansui’s poetic speakers curate the insights of a global gallery of poetic
predecessors. These poets’ mystifications of nature in the end are hopeless, but the

remaining palimpsest of lost ideals is itself an inspiring mix of shadows and echoes. The
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poems thus suggest that the ideal aim of the poet is neither realism nor idealism, but a
course that charts and preserves the fissures between the two.

Chapter three examines how the tanka in Yosano Akiko’s Tangled Hair
(Midaregami, 1901) use supernatural symbolism to entangle the modern discourse of
love (ren’ai) as a spiritual ideal with classical poetic tropes. Deities, sin, and other
supernatural and religious elements are prominent in Akiko’s poetry, but they have
largely been overlooked by scholars who seek biographical explanations for her verses.
By invoking multiple, often contradictory ideals of the natural and the supernatural,
Akiko made the wavering possibility of liberation from traditional sexual mores seem
dangerous and exciting, while her allusive yet passionate diction brought about a
revolution within the tanka form.

A brief concluding chapter ties together the poetic strategies of Toson, Bansui,
and Akiko through the meditations on nature and art by the narrator of Natsume
Soseki’s (1867-1916) novel Pillow of Grass (Kusamakura, 1906), then considers how
Romantic lyric poetry gave way to Symbolism and Naturalism. An appendix presents
English translations of shintaishi from Toson’s Seedlings and Bansui’s Nature Has

Feelings, most of which have never been published in translation.
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INTRODUCTION

Let us begin our investigation into the scope of Romantic poetry of the Meiji period

(1868-1912) with the following poem by Doi Bansui (12 H:#32, 1871-1952), from his
collection Nature Has Feelings (KHiA1E: Tenchi ujo, 1899). What would Japanese

readers have made of it in 1899? What do we make of it now?

A Spray of Flowers

Following the poet who picked flowers
On the banks beside the Rhine
To give to a distant friend,

I pick for you a spray of evening’s cherries.

The morrow’s willows sobered by dew

And evening’s cherries drunk on the breeze—
Embody just a little longer

The capital’s display of spring.

The coursing railroad’s end is far,
City’s spring is village winter—
Will you wilt, o flowers, before

You reach her precious hands?

Though you would hollowly discard

The spray of wilted flowers, instead

Dye them the color of your heart

And place them by your chamber window.*
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1 Except where noted, all translations into English in this dissertation are mine. For full
texts of poems by Shimazaki Toson and Doi Bansui, please see the Appendix.
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First, it is a poem in four quatrains, and each line has twelve syllables with a caesura
after the seventh syllable. We may not give much thought to the regular structure of
what seems to be a short poem. But this was still a new enough device in 1899,
especially relative to the long history of other poetic forms, that it was not yet

anachronistic to call it a “new-style poem” ($1{45F: shintaishi).>

Second, the poem adopts an exotic, not to say abstruse, tone from the very first

word, “Rhine” (7 1 ). The mention of the Rhine, along with the “coursing railroad,”

would have lent a Romantic, and even modern, flavor to the poem, but would readers
have had any idea who this poet was who picked flowers on the Rhine? Even today the
allusion must escape those not armed with an annotated edition of the poem. Bansui
did not explain the allusion in an endnote, though he did explain other obscure
references that way. Must readers know or be told the reference in order to appreciate
the poem? Kubo Tadao helpfully points to George Gordon Byron’s (1788-1824) Childe

Harold’s Pilgrimage (1812-18), in which the narrator picks lilies by the Rhine to send to

2 For convenience, in this work I shall use the Japanese shintaishi to refer to new-style
poems. The oldest poetic forms include tanka (33 #k: short poem), also called waka (1

#K: Japanese poem); choka (F#K: long poem); and kanshi (7#5#: Chinese poem). The
late Heian period (795-1185) saw the rise of linked verse (GifK: renga); and by the early
Tokugawa period (1600-1867), the opening verse (¥:1J: hokku) of a renga sequence
became viable as a stand-alone form, which we now call hatku (§E1: light verse). For

more on the development of poetic forms in the Meiji period, see the section “Poems in a
New Style for a New Age” below.



his love far away, although he knows that they will surely wilt before she receives them.3
Meanwhile, the up-to-date exoticism is accentuated by these words’ juxtaposition with
tropes more familiar to readers of traditional Japanese poetry: the delayed arrival of
spring in the mountains, and the association of willows and cherries with Kyoto’s

“display of spring.” Kubo again points us to a useful precursor, the poet Sosei ({4,
dates unknown) from the Collection of Waka Old and New (545 fl1Hk4E:

Kokinwakasht, compiled ca. 905; hereafter abbreviated to Kokinshii):4

Kokinshii  Looking out over Hblid

56 the willows and cherries Witk %
twining together ZEEET
into a brocade— #ZHED
springtime in the capital Fii kAN R

Bansui’s poem is at once a brocade of familiar tropes—picking flowers by the Rhine,
willows and cherries in the capital, spring coming sooner to the capital than to the
mountains—and an original contribution that mixes the Rhine with Kyoto, distance
from a lover with rail travel. If the poem is a synthesis of Byron and Sosei, what is
Bansui’s original contribution? Do we read the poem above as if no one had ever
expressed its particular sentiments or crystallized the same observations into words? Or

do we read it as if nothing articulated in it had not been seen, thought, and spoken in

3 Kubo Tadao, Matsumura Midori, and Ishimaru Hisashi, eds., Dot Bansui, Susukida
Kyukin, Kanbara Ariake shii, vol. 18 of Nihon kindai bungaku taikei (Japanese modern
literature set) (Tokyo: Kadokawa shoten, 1972), 90. Bansui published his translation of
Childe Harold’s Pilgrimage in 1924. Doi Bansui Kenshokai (Association for honoring
Doi Bansui), Doi Bansui: Eiko to sono shogai (Doi Bansui: Glory and life) (Sendai:
Hobundo, 1984), 267.

4 Kubo, Doi Bansui, 91.



some way? By asking these questions—and by noting how difficult it is to avoid asking
them—we recognize that we may have a bias for poems that seem to say something new,
and to say what they say in new ways.

More fundamentally, I ask these questions of Bansui’s poem above as a way to
begin a discussion about how we read poems—especially poems that do not readily offer
their secrets up to us. I do not intend to place the blame on readers if a poem fails to
speak to them, or to celebrate poems simply because they have become impenetrable
over time. I do, however, want to rekindle an interest in a branch of poetic experiments
that thrived on complexity of thought, diction, and form—precisely the kind that
flourished in the heady literary climate of the Meiji period, among reader-poets who
eagerly but cautiously expanded the frontiers of poetic ideals.

The success in the late 1890s of young Japanese poets like Doi Bansui, Shimazaki

Toson (SRR, 1872-1943), and Yosano Akiko (5-##7 -, 1878-1942) can be tied to

readers’ and critics’ endorsements of their calculated breaking with conventions. The
corollary of this is that their perpetuation to varying degrees of traditional rhythms and
diction can be seen, if not as concessions to wary readers, then as a way of anchoring
their works in a certain level of familiarity and decorum. Another way of putting it
might be that, as Raymond Williams remarks of the Renaissance and Romantic
movements, “there was a strong appeal to revival: the art and learning, the life of the
past, were sources, stimuli of a new creativity, against an exhausted or deformed current

order.”5 That familiarity was especially useful in the context of the wave of literary

5 Raymond Williams, The Politics of Modernism: Against the New Conformists (New
York: Verso, 1989), 52. Emphasis in original.
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translations and adaptations from poems in European languages. For, as I shall discuss
below, translation and adaptation into Japanese were a major catalyst for stylistic
changes that swept through the literary world in the mid-Meiji period.

These three poets, and especially their respective first collections of poetry,
constitute a high point in Romantic poetry and a turning point in Japanese poetry in
general. Their combined use of classical Japanese and Chinese imagery and diction with
modern sensibilities and concerns should not be seen as mere weakness or
inconsistency. Rather, it reflects their concern with balancing execution (tradition) with
(individual) expression, and it proves their ability to synthesize diverse aesthetic,
philosophical, and moral elements into unique poetry that is both of its time and of
enduring value.

More fancifully, we might say that new poetic styles evolve and move into new
territories, where they seek to find new niches in the literary ecosystem. In doing so,
they change that very ecosystem. Species of poems, like species of organisms, obviously
do not intentionally seek such ecological niches.® Rather, it was poets, such as those in
this study, who did so—by choosing which texts, symbols, diction, and cultural values to
perpetuate, and which invasive literary species to introduce.

This dissertation is, above all, a celebration of literature and what it can do; not in
its eloquent elaboration of injustice, thought it may sometimes do that, nor in the

ideologies it betrays (in either sense of the word “betrays”). For I do not pretend that

6 Still, I embrace the analogy of the two, in part because they reflect processes that call
to mind the Japanese etymology of shizen (IH#X), the word most often used to translate

the English “nature,” as a “self-becoming.”



poetry is free of ideology or of the circumstances of its production. Indeed, poetry is
very much part of the superstructure of society. But I do not believe a socially “engaged”
scholarship will help solve the world’s problems any better than a “naive” one, and in
fact a greater intimacy with literature on other terms may do more for our struggling
civilization. As Herbert Marcuse has argued, art can be much more thoroughly
revolutionary in indirect ways than it can in direct ways.” Likewise with criticism?

My method, then, includes what someone said about reading many works to have
more texts to “bounce off” each other.® Lyric poetry is about things—love, death,
parting, landscapes—and we must find a balance between focusing on how it says those
things (as if those things were always the same), and ignoring the how to focus on the
things themselves. Poetry is also and especially a method where the how is glorified,
and so, much more so than with prose, the how is not to be discarded lightly. Moreover,
the how is itself part of the what. Michael Riffaterre wrote that poetry says by
indirection.® How it says, and how it does not say, what it says and does not say, can
become fertile areas for study. Naturally, a poem does not say an infinite range of
things, but its ambiguity in what it may say is contestable. The poetry of the late Meiji
period benefits from an increase in ambiguity and contestable meanings. Specifically, I
am concerned with the poetry of the powerful tide of what we may call Romanticism,

and the contestable meanings of what we may call nature.

7 See Herbert Marcuse, The Aesthetic Dimension: A Critique of Marxists Aesthetics
(Boston: Beacon Press, 1978).

8 It is my misfortune that I cannot remember how this idea, not my own, bounced to me.

9 See Michael Riffaterre, The Semiotics of Poetry (Bloomington, IN: Indiana University
Press, 1978).
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Nature and Romanticism in Meiji Literature

The literary moment of Japan in the 1890s, against a backdrop of greater
ambivalence towards Westernization, saw a proliferation of literary journals, continuing
influx of literature from abroad, and ongoing struggles over language reform. Amid all
this discursive upheaval, the Meiji period was also an era in which many discourses of
nature collided, including neo-Confucian, nativist, various scientific, Western, and
Romantic. Among these, we find a range of meanings associated with nature, from
analogue of human culture to all-encompassing universe, from conservative morality to
progress, from evolution to stagnation, from freedom to corporeal imprisonment, from
universally applicable to locally unique laws and values. Ideological debates over
nation-building, natural rights, and Herbert Spencer’s (1820-1903) social theory were
infused with complex, shifting discourses of nature, as Julia Adeney Thomas has
demonstrated. For Thomas, “nature” is different things at different times, but it is
always seen as an “unchallengeable standard outside the exigencies of the moment.” Its
ideological power derives precisely from “the belief in the permanency and
unchangeability of an idea, particularly a relatively unmarked, unexamined idea like
nature.”'® Thomas summarizes what she sees as the three main stages of thought about

nature since the Tokugawa period. First, there was the idea that “the static, hierarchical

10 Julia Adeney Thomas, Reconfiguring Modernity: Concepts of Nature in Japanese
Political Ideology (Berkeley and Los Angeles: University of California Press, 2001), 80,
8. See also Morozumi Katsuo, “Tozai shizen-kan no hikakuteki kosatsu: Shizen, kono
shirarezaru mono” (A comparative inquiry into Eastern and Western views of nature:
Nature, this unknowable thing), in Kindai shiso, bungaku no dento to kakushin
(Tradition and revolution in modern thinking and literature), ed. Ito Kazuo (Tokyo:
Meiji shoin, 1986), 117-132.



pattern of the physical cosmos promised universal social harmony if social forms
accorded with the model provided by the external world.”** This is based on Zhu Xi

Confucian philosophy, in which nature is tenri CK3#), the “order of the universe.” 2 It

thus encompasses both heavenly and human principles. According to this view, “nature
and culture are not opposing realms, not even analogous realms, but the same realm
because the same metaphysical essence inheres in both the physical world and human
society, giving order to each despite different superficial manifestations.”*3 Second, by
the 1870s, Thomas sees that “nature was everywhere in flux, driving toward social
Darwinism’s progressive future with the natural hierarchy produced by fierce
competition rather than by harmoniously arranged orders of being.”'4 Kato Hiroyuki

(k2 , 1836-1916) followed Spencer’s notion of the survival of the fittest in society,

before Charles Darwin’s (1809-1882) theory of natural selection had reached Japan.
Spencer’s ideas, Thomas reminds us, fueled both politically progressive and reactionary
arguments. Finally, by the 1930s, Thomas says, “the changeover to a nationalized
nature, no longer progressive or even universal, was complete. . . .Japan existed in a
coalescent intimacy with a nature known to itself alone.”*5 Thus, the three stages

leading up to the Second World War are “nature as place, nature as time, and nature as

11 Thomas, 30.
12 Thomas, 316.
13 Thomas, 316.
14 Thomas, 30.

15 Thomas, 30.



nation.” 6
Meiji-era discourses of nature infected literary theory and practice, as well.

Takahashi Masako points to the years around 1900 as a time when “nature’ [ F #A:

shizen] was of the highest concern in modern Japanese literature.”7 On the one hand,

realists led by Masaoka Shiki (1Eff#1, 1867-1902) adopted a painterly concern with
“sketching from life” (5:%E: shasei), an ideal of copying nature exactly as it appears.

Others such as Shimazaki Toson instilled nature with Romantic values.
To use the word “Romantic” in the Japanese case is problematic, first, because of
Meiji Japan’s distance in space, time, and discourse from its European antecedents. In
the European case, to speak broadly, Romanticism has been described as a reaction
against Enlightenment science, and at the same time as a product of the American and
French revolutions. Takahashi observes that
modern European society had developed a contradictory understanding of
nature, one that controlled and demolished nature for the sake of material
civilization, on the one hand, while seeking to extend fulfillment through a
sense of all nature (including humans) as the body of life, on the other
hand, having discarded the Christian view of life as springing from God.8
It would appear that Japan’s case had nothing philosophically in common with the

West. Then again, Japanese culture in the 1890s was beginning to see the first waves of

reaction against the earlier embrace of rationalistic science and technology, and the

16 Thomas, 30.

17 Takahashi Masako, Shimazaki Toson: Toi manazashi (Shimazaki Toson: Distant
views) (Osaka: Izumi shoin, 1994), 236.

18 Takahashi, 236.



People’s Rights Movement (| B FAEES): jiya minken undo) had culminated by the

end of the 1880s in the Meiji Constitution and the creation of the first Diet. Those
political conditions and discourse may have contributed to the adoption of Romantic
approaches. As Yoshida Seiichi points out, “The Romantic spirit [of the Meiji period]
first appeared as a political thing, and then it shifted into a literary thing.”9 As in the
West, Yoshida argues, Japanese Romanticism was “less a product of a pure Romantic
mentality, and more the fruits of an Enlightenment mentality.”2°

The Romantic poetry here explored is, moreover, a celebration of the power of
imagination over reason, against the deterministic undercurrents of “objective
description,” whose symbolic power in resorting to “nature” leaves the speaking subject
in a prison of fatalism and insignificance. Finally, and most pertinently for our
concerns, Romanticism in Japan blossomed primarily as a result of contact with
European literary Romanticism. Works of Johann Wolfgang von Goethe (1749-1832),
William Wordsworth (1770-1850), Byron, and others were translated into Japanese, and

many of the greatest practitioners in Japan, such as Mori Ogai (&4}, 1862-1922),

studied the works in their original languages. It was Ogai, incidentally, who coined the

term romanchikku (%= E€#%) in 1898, when, in his literary magazine Grasses of
Awakening (® & £ L ¥i: Mesamashi-gusa), he described Friedrich von Schlegel

(1772-1829) as a “poet of the Romantic school” (¥ = MRt A : romanchikku ha

19 Yoshida Seiichi, Kindai Nthon romanshugi kenkyu (Modern Japanese romanticism
studies) (Tokyo: Shubunkan, 1943), 15.

20 Yoshida, 16.
10



shijin).2!

In the mid-Meiji period, meanwhile, the cultural elements that gave birth to
Romanticism overlapped with the advocates for women’s education and enlightenment.
In the Japanese case, nationalistic goals colored the early advocacy of these priorities,
and Christian activists went on to establish important educational institutions and
publishing outlets. The national utility of educating women was evident in the shift of

catchphrases from “respect men, denigrate women” (38 &2 L: danson joht) towards
one of “good wives, wise mothers” (RZEEK}: ryosai kenbo). The shift was pioneered,
according to Michael C. Brownstein, by members of the Meiji Six Society (FH7N#k:
Meirokusha) such as Fukuzawa Yukichi (f&7R#, 1835-1901) and Mori Arinori (%8
%L, 1847-1889).22 Brownstein also points out that the reformer Iwamoto Yoshiharu (f#
AR, 1863-1942), who established Women’s Learning Magazine (% 2¢4E5E: Jogaku

zasshi) in 1885, promoted women’s writing and reading of literature. “Literature that
illustrated this principle” of society’s evolution towards moral perfection, Brownstein

writes, “would lead civilization to its moral destiny; literature that did not, however well

21 Grasses of Awakening was edited by Ogai, Koda Rohan (32 #1¥, 1867-1947), and
Saito Ryoku (7 /##k M, 1867-1904), and it ran from 1896 to 1902. See Sasabuchi

Tomoichi, Romanshugi bungaku no tanjo: “Bungakkai” o shoten to suru roman shugi
bungaku no kenkyu (The birth of Romantic literature: “Literary world” as the focus of
Romantic literature studies) (Tokyo: Meiji shoin, 1958), 5.

22 Michael C. Brownstein, “Jogaku Zasshi and the Founding of Bungakukai,”
Monumenta Nipponica 35:3 (1980), 320.

11



written, should be condemned as both immoral and unrealistic.” 23 To be fair, Iwamoto’s
moralistic prescription for literature applied equally to women and men. Moreover,
Women’s Learning Magazine attracted readers and writers of both genders. For that
reason we may surmise that, in spite of still-pervasive sexist opinions on the different
intellectual and emotional faculties of men and women, there was not a very clear
privileging of men’s literature over women’s literature. Rather, the high-low distinction

in literature seems to have applied more to the difference between the low gesaku ({7

light fiction), which dates back to the Tokugawa period (1600-1867), and the high
novel. 24

Fortunately, Japanese poetry scholars have generally been catholic in their
characterizations of literary movements. Even when their particular scholarship may lie
more narrowly in a certain form, such as tanka, or a movement, such as Romanticism,
they will conscientiously acknowledge the broader literary milieu in which their subjects
reside. Ota Seikyt, for example, examines the shift in poetic standards across both
shintaishi and tanka, and he finds a particularly strong intersection of the two in the

influence of Toson on Akiko.25

23 Brownstein, 324. For Iwamoto’s inconsistent support of women’s rights, see Marnie
S. Anderson, A Place in Public: Women'’s Rights in Meiji Japan (Cambridge: Harvard
University Press, 2010), 117-18, 176-77.

24 We may ignore, for the moment, that the term adopted for “novel,” shosetsu (/INiit),

means “small discourse” and repurposes the pejorative term in Chinese (xiaoshuo) for
stories as opposed to higher poetry.

25 Ota Seiky, “Shintaishi no shigeki to waka kakushin” (The stimulus of shintaishi and
tanka reform), in Meiji tanka no bungaku choryii (Literary currents of Meiji tanka),
compiled by Meiji Jingu (Tokyo: Tanka shinbunsha, 1996), 54, 58-59.
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Toson and Bansui with Akiko

Shimazaki Toson’s journeys into intersubjective landscapes, Doi Bansui’s
investigations into the ideal role of the poet, and Yosano Akiko’s borrowed religious
formulae are all ways of pointing beyond putatively authentic expression and objective
description as possible goals of a poem.2¢ They are also ways of pointing beyond reified
understandings of nature. Although the poets are not consistent or direct in their
treatment of nature, we may posit the following types of nature in their poetry: Toson’s
nature is an ideal that is emotionally accessible through allusive lyricality; Bansui’s
nature is a composite shadow of an intertextual ideal, valuable in its absence thanks to
the intervention of perspicacious poets; and Akiko’s nature is a tangled aesthetic and
moral order, invoked in an often ironic tension with the use of supernatural symbolism.
For all three, then, nature is a source of passion.

The pairing of shintaishi by Shimazaki Toson and Doi Bansui is perhaps
unremarkable, but the addition of Yosano Akiko’s tanka to the mixture may appear
illogical. It is therefore important to address the strategy of including Yosano Akiko’s
tanka in this study. Had shintaishi and tanka reform developed independently of each
other in the middle Meiji period, there would still be good reason to compare them
thematically, stylistically, rhetorically, and otherwise. At the same time, a study that
explicitly questioned the effect of formal differences between shintaishi and tanka could

easily displace the questions central to this study. In light of the prominent roles that

b [13

26 They also point beyond Toson’s parroted formula of Wordsworth’s “emotions
recollected in tranquillity,” to which we shall return in the following chapter. Indeed, we
readers must be on our guard to avoid reading the poems as straightforward
biographical insights, and to avoid taking the poets’ explanations at face value.
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poets like Yosano Tekkan (5-##7#%%:, 1873-1935) and magazines like Morning Star

and Literary World played in reforming both shintaishi and tanka, then, it is even more
suitable to consider them in a more fluid, broadly envisioned literary environment.

Furthermore, I hope that by examining Akiko’s tanka we may remind ourselves of
the dangers of an unself-consciously male historical bias in narrating and judging the
cultural climate. By comparison, speaking of what is happening in Europe at the same
time as our Japanese poets were making their debuts, Andreas Huyssen observes that
“the political, psychological, and aesthetic discourse around the turn of the century
consistently and obsessively genders mass culture and the masses as feminine, while
high culture, whether traditional or modern, clearly remains the privileged realm of
male activities.”?” What Huyssen might have gone on to stress was that the discourse
skews the reality of production and consumption of works of “high” or “mass” culture.
Anne K. Mellor finds exactly such skewed narratives in the study of British Romantic
literature. She notes that the later canonization of six male poets—William Blake
(1757-1827), Wordsworth, Samuel Taylor Coleridge (1772-1834), Byron, John Keats
(1795-1821), and Percy Bysshe Shelley (1792-1822)—erases the fact that women not only
consumed but produced the majority of both novels and poems published in Britain in
the period from 1780 to 1830.28 Likewise, in Meiji literature, the attempt to restore

parity to the canon would do well to proceed from the fact that a variety of works by

27 Andreas Huyssen, After the Great Divide: Modernism, Mass Culture, Postmodernism
(Bloomington and Indianapolis: Indiana University Press, 1986), 47.

28 Anne K. Mellor, Romanticism and Gender (New York: Routledge, 1993), 7, 209.
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women were indeed celebrated. 29

A final reason to focus on these three collections is that Seedlings, Nature Has
Feelings, and Tangled Hair are three of the most significant poetry achievements of the
1890s and early 1900s. Other important poetry successes of the time are Yosano
Tekkan’s first four poetry collections and Masaoka Shiki’s poetry. The former might
have been included had time permitted, while the latter represents the antithesis of
what the poets in this study set out to do. Shiki is an exemplar of the “sketching from
life” approach to poetics, especially in the haiku form. His success was, as Donald Keene
writes, in “the direct depiction of nature, by way of reaction to the stale conceits and
repetitions of conventional phraseology.”3° To simplify the distinction between Shiki
and the Romantic poets here discussed, we might say that where he used
understatement, they embellished, and where he stripped his poems bare, they invoked

poetic tradition.

Citation in Traditional Japanese Poetics

Traditional Japanese poetry, and especially waka, had long been fundamentally

29 As Michael Bourdaghs has pointed out to me, Rebecca L. Copeland’s study of Meiji
women writers almost completely overlooks Yosano Akiko, a canonized writer, as it
raises the objection that the only Meiji-era woman writer usually mentioned in literary
histories is Higuchi Ichiyo (fifil I 1—%%, 1872-96). “Why,” Copeland asks, “has Ichiyo’s

canonization required the erasure of all the others?” Rebecca L. Copeland, Lost Leaves:
Women Writers of Meiji Japan (Honolulu: University of Hawai‘i Press, 2000), 228.
Copeland’s own erasure of Akiko seems to be founded on a common prejudice of a
different sort: that “literature” means prose fiction alone, and not poetry.

30 Donald Keene, Dawn to the West: Japanese Literature of the Modern Era: Poetry,
Drama, Criticism (vol. 4 of A History of Japanese Literature) (New York: Columbia
University Press, 1999), 110.
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citational, particularly after the interventions of Fujiwara no Teika (/5 E %,
1162-1241) in his New Collection of Poems Old and New (BT 55 Fl1HK 5

Shinkokinwakashi, compiled in 1205). Haruo Shirane compares twentieth-century
discourse on intertextuality, inaugurated by figures such as Julia Kristeva and Roland
Barthes, to the Heian period’s (794-1185) own self-consciously intertextual literary
practices. “Though the historical setting and the critical terminology are radically
different,” he writes, “a similar awareness of the intertextual nature and function of
literary texts emerges at the end of the Heian period, particularly in the poetry and

writings of Fujiwara no Shunzei.”3! Fujiwara no Shunzei (%) 25K, 1114-1204), Shirane

observes, “has a profound awareness of poetry both as a highly codified object and as an
intertextual construct—an awareness that was to deepen with his son and great
successor, Fujiwara no Teika.”32 Indeed, it is not so much the intertextuality itself as the
system of rules for exploiting it that distinguishes late Heian poetic practice. Shirane
goes on to argue:

Japanese classical poetry and its generic cousins, the vernacular romance
(monogatari), the literary diary (nikki), and the essay (zuthitsu), have
often been characterized as lyrical, subjective, personal, and emotive—
attitudes closely associated with nineteenth-century romanticist views of
literature, which tend to regard the primary value of “lyrical expression” as
creative or individual invention. Like many other Japanese literary forms,
however, late Heian waka was also a genre that functioned within an
elaborate fabric of rules, conventions, and literary associations, within a
highly codified, intertextual context. . .in which the primary stress was not
on individual invention but on allusive citation and on subtle, imitative

M

3t Haruo Shirane, “Lyricism and Intertextuality: An Approach to Shunzei’s Poetics,’
Harvard Journal of Asiatic Studies 50:1 (June, 1990), 72.

32 Shirane, 82.
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variation of pretexts and traditional literary associations. 33

At the same time, we must not rehearse the familiar, erroneous, East-West
dichotomous thinking that dismisses other traditions as lacking a spirit of innovation.
Edward Kamens reflects on the simultaneous productivity and an anxiety of influence in
traditional citational waka practice:

[I]n a sense all waka poems are devotional: they pay homage to all others

and to the practices of waka-making and reading themselves. But is this

incessant paying of homage always an affirmative and productive act of

reverence, awe, and emulation? Might it be not only a sign of a triumph of

continuity, survival, and successful transmission but at least sometimes

the mark of a defeat, of a resigned acceptance of collective confinement in

a constantly echoing sepulcher crammed full of words?34

What makes intertextuality problematic for Meiji Romantic writers is that, in
trying to establish a new national poetry tradition, they had to negotiate different
relationships with their intertexts. How did Japanese poets who embraced such
“romanticist views of literature” synthesize long-established tropes while at the same
time revolutionizing poetic practice? They did it in at least three ways: first, by

incorporating Western intertexts alongside Japanese and Chinese ones;35 second, by

foregrounding the putative privileged relationship of the poet to nature as a source of

33 Shirane, 85.

34 Edward Kamens, “Waking the Dead: Fujiwara no Teika’s Sotoba kuyo Poems,”
Journal of Japanese Studies 28: 2 (Summer 2002), 383.

35 Chinese texts were just beginning to be considered as foreign as Western texts.
Kazuki Sato notes, “From the 1890s onwards, the ambivalent attitudes towards China
began to spread, and nationalistic sentiment gained adherents. Things Chinese came to
be repositioned alongside things Western, as both were identified as foreign in nature.”
Kazuki Sato, ““Same Language, Same Race’: The Dilemma of Kanbun in Modern Japan,’
in The Construction of Racial Identities in China and Japan, ed. Frank Dikotter
(London: Hurst & Co., 1997), 119.

M
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poetic inspiration (although this notion is out of step with the intertextual tactic); third,
by overhauling the form and diction of poetry (although, as we shall see in the case of

Yosano Akiko, a revolution in form was not strictly necessary to achieve poetic reform).

Poems in a New Style for a New Age

Shintaishi (FT{4F: new-style poems) are poems that formally combine flexibility

and regularity. With respect to flexibility, shintaishi may extend to any number of lines,
and their stanzas may or may not be of uniform size. But in terms of their regularity, the
length of each line in a poem and the placement of the caesura within that line are
exceedingly regular. Nearly all shintaishi have lines of twelve syllables, with a caesura
after the fifth or seventh syllable. Some early poems of this style double the lines to
twenty-four syllables, thus incorporating three caesurae in a line. A few examples have
fourteen syllables, with a caesura after the sixth or eighth syllable. Such is also the
meter commonly used in the Meiji period to translate Christian hymns into Japanese.

It is largely owing to this combination—the flexibility to translate sonnets and
soliloquies from European languages, but the regularity that Charles Baudelaire
famously chalked up to the human need for monotony—that shintaishi served so
admirably well in the rapidly changing poetic landscape of the late Meiji period. That
regularity is also one reason shintaishi soon ceded its place to the ascendancy of free
verse. In considering “What is poetry?” in notes for a preface to his poetry collection,

Baudelaire offered “that rhythm and rhyme respond to humans’ undying need for
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monotony, symmetry, and surprise.”3¢ Like Toson’s 1904 preface to his Toson’s

Collected Poems (%) #54E: Toson shishii) and Wordsworth’s preface to the 1800

edition of his and Samuel Taylor Coleridge’s Lyrical Ballads, both discussed in the
following chapter, Baudelaire’s notes towards a preface of his own were intended for
later editions of his poetry collection. These poets recognized in retrospect that their
pivotal publications had changed poetic practice and poetic readership. Perhaps they
withheld more forceful claims from the original publications because they recognized
that their efforts and those of their poetry circles were part of processes that were still
unfolding.

The shintaishi’s units of seven and five syllables make use of the building blocks

of the more familiar tanka and haiku ({4 light verse). The shintaishi form dates back

only fifteen years before Toson’s Seedlings, to 1882 and the publication of the Selection

of New-Style Poems (#1{45##): Shintaishisho). That collection, by the scholars Toyama
Masakazu (#F1LI1E—, 1848-1900), Yatabe Ryokichi (2 H# K i, 1851-1899), and Inoue
Tetsujiro (F¢_E#REE, 1855-1944), comprised fourteen translations of poems in English

by such writers as Shakespeare, Tennyson, and Longfellow, along with five original

36 Charles Baudelaire, “Préface des Fleurs” (Preface to Flowers), in Les Fleurs du mal
(Flowers of evil), ed. Jacques Dupont (Paris: Flammarion, 1991), 254. We should note
that most Japanese poets stayed away from rhyme, whose unsuitability to Japanese was
demonstrated by a few notoriously bad examples, such as Yatabe Ryokichi’s “Four
Seasons” (% & fk4: Shunkashiito), in Toyama Masakazu, Yatabe Ryokichi, and Inoue

Tetsujiro, Shintaishisho (Selection of new-style poems, 1882; reprint: Tokyo: Nihon
kindai bungakukan, 1972), 41-42. For an English translation of that poem, see Robert E.
Morrell’s “A Selection of New Style Verse (Shintaishisho, 1882)” in Toward a Modern
Japanese Poetry, ed. Tamie Kamiyama et al., special issue of Literature East & West
19:1-4 (1975), 22-23.

19



poems by the compilers themselves. All histories of modern Japanese poetry begin with
this important collection; while artistically mediocre, it introduced a new poetic form

alongside the 31-syllable tanka, the 17-syllable haiku, and the kanshi (7#5+#: Chinese

poem). Its immediate reason for being was the obvious inability to translate something
like a sonnet into Japanese using one of the established short poetic forms. More than
that, however, the poets who brought out Shintaishisho believed Japan to be lacking in
poetic, even philosophical, development for not having its own tradition of extended,
complex poetic treatment of themes. Suga Hidemi, in his literary history of modern
Japanese literature, notes that short poetic forms were thought “unable to express
complex feelings and thoughts.”37 Or, as Dean Brink puts it, “Meiji poets were
captivated by the idea of sustained thought itself, finding novelty in the very idea of
logocentrism and cultural production that worked with ideas in a spatially engaged
constructive mode that accrues and orders moments (rather than intertextually diffuses
them in a poetics of allusion that characterizes waka).” 38 Poets of the time longed to go
beyond what was possible in the restrictive tanka tradition, and shintaishi appealed as a
way to do that formally. On the content side, the translation of foreign-language poems
into shintaishi helped establish shintaishi as less restrictive than tanka. But even tanka
proved to be resilient, once its rules were broken by Yosano Tekkan and Yosano Akiko.

The idea that Japan in the beginning of the Meiji period lacked poetic forms to

37 Suga Hidemi, Nihon kindai bungaku no tanjo: Genbun itchi undo to nashonarizumu
(The birth of modern Japanese literature: The movement to unify speech and writing
and nationalism) (Tokyo: Ota shuppan, 1995), 250.

38 Dean Brink, “Intertexts for a National Poetry: The Ideological Origins of
Shintaishi” (Ph.D. dissertation, University of Chicago, 2003), 216. Emphasis in original.
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translate Western poetry is an inaccurate simplification, of course. In addition to the
robust tradition of writing poetry of any length in Chinese, Japan had its own long form

of poetry, choka (X#K: long poem), which goes back to the earliest writings in Japanese.
The decline of choka explains why the term waka (F1#k: Japanese poem), which

originally referred to both tanka and choka, came to refer to tanka alone. The choka,
like the shintaishi, alternates between units of five and seven syllables. The difference is
that choka as a rule begin with five syllables instead of seven, and then conclude with
two sevens in a row, while shintaishi are more flexible.

It is rather a mystery why, if the Shintaishisho poets chose to hew to a seven-five
pattern, they did not resuscitate the choka from its centuries of neglect; or, if they felt
the need to create a new form, why they then adhered so closely to conventional
Japanese prosody. It was not that their poems were not long, but instead that they were

not poems of the uta/ka (i) variety. What we call “poetry” in Japan is now called
shiitka (FFFHR). Its two halves are shi (), a term that traditionally referred only to
kanshi until shintaishi appeared; and ka/uta (%), a term that was restricted to waka

and songs (uta). They were more akin, if only because of their exoticism, to kanshi (if
we may call exotic a poetic practice that survived in Japan for over a millennium, though
in somewhat limited circles).39 The Shintaishisho poets therefore installed shintaishi on
the side of kanshi instead of uta in the Japanese language.

At the same time, the compilers lamented the lack of a common touch in

39 It would needlessly complicate matters to point out that shi traditionally referred to
only one of several forms of poetry in Chinese.
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contemporary Japanese poetry. Yatabe’s preface to the collection states, “It is
regrettable that our countrymen seldom compose poems using the language of the
common people. We have worked out a kind of new-style poetry (shintai no shi) on the
European pattern.”4° Inoue’s preface—each of the three compilers contributed a preface
—remarks that “these Western poems change with the times, so that current poems
employ current idioms and their comprehensiveness and elaborateness insure that their
readers will not become bored.”4' In effect, these men were saying, Japanese poetry of
the day was to be condemned for lacking both intellectual sophistication and the
common touch of ordinary language.

Propping up the arguments for poetry of both sophistication and ordinariness, as
we can clearly see in the prefatory statements above, is the call for a national poetic
revolution. The Shintaishisho poets underlined the nationalistic aims with some of the
red-blooded poems they chose to translate (such as Thomas Campbell’s “Ye Mariners of
England, A Naval Ode,” and, perhaps missing an irony that undermines national
authority in it, Tennyson’s “Charge of the Light Brigade”), along with original poems of
their own, such as “Brigade With Swords Drawn,” by Toyama, excerpted here:

BAEEBHN KBNS 2802
WD KRRFI 8 SO DYELET
ZITE S e HICERIIED 1
WAHICIDARFEH 2 b KOFFI %
BL>FNELD RALLMHIEZ
WMOL S5 RKiEN #EDOPHEDFEIIC

40 As translated by Robert E. Morrell, 16.

41 Also translated in Morrell, 13.
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b 2HHEEHENT L pHEETED R L2

We are the government army, our foes are the foes of the court and forbidden!

The enemy general may be a hero unrivaled from time immemorial,

And the soldiers who follow him stouthearted samurai ready to die at his side,

With bravery unbowed by demons or gods—but rebellion unpardoned by heaven

Has never brought glory to men who have raised up resistance in all our long
history!

Until the last man of the enemy dies, then, charge forth, men! Charge forth, one
and all!

Unsheathing our jewel-bedecked swords at our sides, we must all charge forth
ready to die!

After Shintaishisho, the next major advance for shintaishi was 1889’s Vestiges

(AR : Omokage), a selection of translations from German, English, and Chinese, by
members of the New Voice Society (#77 t1:: Shinseisha), led by Mori Ogai, who went on

to become an eminent novelist. The members of this group had what Miyoshi Yukio
calls “the audacity to try to import the entire essence of Western culture into Japan.”43
Nevertheless, their collection of translations is usually overlooked, because it was
neither as groundbreaking as the Shintaishisho nor as brilliant in its lyrical execution as

Ueda Bin’s (_LH#, 1874-1916) later Sound of the Tide (if###: Kaichoon, 1905), a

masterwork of translations from English, French, and German.44 (As an

42 Inoue, Shintaishisho, 19.
43 Miyoshi Yukio, Kindai no jojo (Modern lyric) (Tokyo: Hanawa shobo, 1990), 30.

44 While Donald Keene celebrates Bin’s inspired, free translations of poems that lent
themselves to Japanese in the first place, Miyoshi credits “a certain contempt in Bin’s
work for Japanese as a poetic language.” Donald Keene, Dawn to the West, 226-228;
Miyoshi, 30.
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acknowledgment of his debt to Vestiges, Bin dedicated his collection to Ogai.)45 It
should also be noted that the target language of the poems of Vestiges was not always
Japanese; four of the nineteen selections were rendered as Chinese poems.

Increasing poetic experimentation followed Vestiges. One reason for this was the
proliferation of literary magazines in the 1890s. The most important of these for this

study are Literary World (CC*#-5: Bungakkai), an offshoot of Women’s Learning

Magazine founded by Kitamura Tokoku (1868-1894), which ran from 1893 to 1898;

Imperial Literature (7% *: Teikoku bungaku), a literary organ of Tokyo Imperial
University that was published from 1895 to 1920; and Morning Star (HH5: My0j0), the
magazine of Yosano Tekkan’s Tokyo New Poetry Society (3 5{#Tinitl: Tokyo

Shinshisha), which ran from 1900 to 1908.4% Literary World was the main venue for
Shimazaki Toson’s works for as long as the magazine lasted, Imperial Literature served
as the outlet for many of Doi Bansui’s poems and translations, and Morning Star
carried Yosano Akiko’s poems.

Such magazines not only provided congenial fora in which coterie writers could

publish poetry, literary and social criticism, drama, and other forms, but also offered

45 Ueda Bin. Kaichoon (Sound of the tide) (Tosho geppo, 1905; Reprint: Tokyo: Nihon
kindai bungakukan, 1968), n.p.

46 For the history of the founding of Literary World, see Yano Hojin, “Bungakkai” to
seiyo bungaku (“Literary world” and western literature) (Tokyo: Gakuyusha, 1970),
2-13; also Michael Brownstein, “Jogaku Zasshi and the Founding of Bungakukai,”
Monumenta Nipponica 35:3 (1980): 319-36. For the influence of Morning Star on
Yosano Akiko’s Tangled Hair, see Odagiri Hideo, “My0jo-ha no ‘seikincho’ to Yosano
Akiko Midaregami” (The Morning Star group’s “stars and violets style” and Yosano
Akiko’s Tangled Hair), in Nihon gendaishi taikei: Bungakushi (Compendium of

modern Japanese history: Literary history) (Toyo keizai shinposha, 1961).
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these writers continued publicity—both before and after their stand-alone collections
were published—and good reviews from their friends. Indeed, one might get an inflated
sense of the importance of a given poet’s talents if one read only the notices from that
poet’s associated magazine. And to be sure, many contemporary readers—though it is
hard to estimate their numbers, given the still spotty record of print runs and circulation
in the Meiji period—would have been swayed by such notices, and by the trends
nurtured by the close-knit editorial boards. It is largely on account of such refereed
reception that many difficult works succeeded—especially in the case of Bansui’s poetry,
as I discuss below. If anything, rather than insulating writers from harsh criticism,
these coterie publications enabled them to develop stylistically and intellectually. (I
contend, too, that the subsequent canonization of these works speaks to their abiding
literary value.) Favorable reviews by writers outside the coterie in other journals then
legitimated internal coterie reviews as they extended the poet’s name and works to a
wider audience.

But even the coterie journals themselves could be hard to please, and they were
among the first to recognize when practices were becoming stale. A January 1899
editorial in Imperial Literature, for example, summed up the shortcomings of recent
shintaishi. While the trend towards cultivating new ideas was perhaps to be lauded, “It
has become increasingly clear in the last year that the seven-five form is not appropriate
for long works.”47 Like the forms it was meant to replace, shintaishi now seemed to be

hampered in its development by its own form, if not as much in its content. Indeed,

47 Teikoku bungaku (Imperial literature) (Jan. 1899), 115.
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within the next decade, shintaishi would be made obsolete as meter and then refined
language gave way to vernacular free verse.

Still, it was in the middle to late 1890s, with the rise of change-oriented literary
coteries and the magazines they published, that the most fruitful poetic experimentation
took place. The magazines were the springboards, you might say, and the bound
volumes of poetry were the capstones of the poets’ achievements of their visions.
Whether we emphasize a poem’s first publication in a magazine or its later appearance
in a book of poetry, however, the most important unit of analysis here remains the
poem. Thus, rather than pushing a unity on the works under scrutiny here, one that
would be false anyhow, I have chosen to illuminate three different—and yet crucial—

tactics these poets used to expand the realms of poetic investigation and output.

Shimazaki Toson’s Seedlings

In such an atmosphere, the true success of shintaishi finally came with the
publication of Shimazaki Toson’s poetry, collected in four volumes between 1897 and
1901. Toson is justly celebrated as a pioneer of both Romantic modern lyric poetry and
the Naturalist modern novel. His works include early experiments with drama, a brief
but fruitful period of lyric poetry (the late 1890s to the early 1900s), a series of novels,
some autobiographical in subject matter, and numerous pieces of criticism and sketches.

Seedlings (#i>%4: Wakanashu, 1897), the first of his four poetry collections and the

subject of chapter one, represented a revolution in poetic voice, romantic affect,

prosody, and narrative style. Toson’s passion and lyricism finally made shintaishi seem
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uncontrived instead of a clunky or exotic experiment, even as he repudiated the move
towards colloquial language advocated by earlier shintaishi proponents.48

The title of Toson’s first poetry collection, here translated as Seedlings, literally
means “collection of young greens.”49 As do other poetry collections going back to the

eighth-century Collection of Ten Thousand Leaves (J1%:%5:: Man’yoshu), the name
evokes words as leaves. One term for language itself, kotoba (5 %; from koto no ha),

literally means “leaves of words.” The most famous expression of the metaphor comes

from the twin prefaces to the Kokinshiui. Ki no Tsurayuki’s (f{t.H Z, ca. 870 to ca. 945)

preface begins, “Japanese poetry has its seeds in the human heart, which become

myriad leaves of words [ 5 D #: koto no ha].”5° Ki no Yoshimochi’s (f27f{%, d. 919)

Chinese preface to the same collection uses a similar formula: “Waka’s roots are in

feelings, and its flowers bring forth forests of words [F#k: cilin (J: shirin)].”s!

48 Donald Keene notes that the “modern-language movement led by Toyama and Inoue”
was “halfhearted in its modernization,” but that it “failed, less because of its own
inadequacy than because of the appearance in 1897 of [Seedlings]; the extraordinary
success of this volume written almost entirely in the traditional ‘elegant

language’. . .inevitably inhibited serious discussion of more modern poetic language and
forms. Toson believed poetry had to be written in a special, elevated language, in
accordance with recognized Japanese metrics.” Keene, Dawn to the West, 204.

49 The title Wakanashii has been translated as Fresh Greens or Young Herbs (by
William E. Naff), as Collection of Young Shoots (by Janet A. Walker), and as Fresh
Greens (by Stephen Dodd). Edward Seidensticker’s translation of The Tale of Genji
renders the Wakana chapters as “New Herbs.”

50 Kokin wakashu (Collection of waka old and new), volume 77 of Nihon koten bungaku
zenshu (Complete Japanese classical literature), edited by Ozawa Masao (Shogakukan,

1971), 49.

51 Kokin wakashii, 413.
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According to Naff, the title is also borrowed from the title of a poetic anthology compiled

by Matsuo Basho’s (TAFE &, 1644-94) disciple Hattori Ransetsu (AR =25,

1654-1707).52 The associations with spring, freshness, and youth make the title apt
enough, but it has a special zing from the context of leaves of words: these seedlings may
yet be immature, but they will eventually grow up to replace last season’s leaves of
language.

Toson’s poetry, and this collection in particular, has been widely acclaimed as the
birth of modern Japanese poetry. As a typical example of such a confident evaluation,
taken from a special issue on modern poetry of Japanese Literature: Interpretation and
Appreciation (Kokubungaku: Kaishaku to kansho), Ito Shinkichi writes, “Seedlings
(Aug. 1897) was Shimazaki Toson’s first poetry collection. At the same time, it can be
called the first collection of lyric poetry out of the modern poetry in our country.”53 In

making such a claim, Ito explicitly passes over a collection titled Lyric Poetry (/& +:

52 Naff, 171-172.

53 It0’s claim is implicitly endorsed by the contents of the journal issue itself: after an
overview by Yoshida Seiichi of “modern and contemporary poetry” QI & B

kindaishi to gendaishi), 1t0’s essay on Seedlings comes first in a series of essays on
poetry collections. Ito Shinkichi, “Wakanashtui (Shimazaki Toson)” (Seedlings
[Shimazaki Toson]), Kokubungaku: Kaishaku to kansho (Japanese literature:
Interpretation and Appreciation) 31:1 (Jan. 1966), 15. In addition, Chen Dewen writes
that the publication of Seedlings was of epoch-making significance in ushering in a new
period of Japanese poetry. Chen, “Daoqi Tengcun de Nencaiji” (Shimazaki Toson’s
Seedlings), Aichi bunkyo daigaku ronso 3 (Nov. 15, 2000), 251. James R. Morita, who
has translated several of Toson’s poems and strung them together with commentary,
judges that many of Toson’s poems have “deficiencies in poetic techniques and
imagination.” Yet Morita concludes that Toson’s “contribution to the development of
modern Japanese poetry was also substantial,” and that he “brought his ‘romantic spirit’
to maturity, creating a solid foundation of both content and style on which other poets
based their works.” Morita, “Shimazaki Toson’s Four Collections of Poems,”
Monumenta Nipponica 25:3-4 (1970), 340, 369.
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Jojoshi, 1897) published only four months before Toson’s.54 His judgment also

accurately characterizes the reception of Seedlings at the time. Uno Koji (5 —,

1891-1961), looking back at his youth in 1949, writes, “When Seedlings came out, I was

still young, so I did not read it, but Yoshie Kogan (Takamatsu) [ /L& (FIVE),

1880-1940], who did read it at the time, said, ‘Around Meiji 30 [1897], we who were
upperclassmen in secondary school were totally fascinated by [Seedlings], and we got
absorbed in reading it. Because of Seedlings, for the first time a youthful poetry infected
us with joy, and not just us, but probably all students about that age in Japan at that
time, who were carried away by its charm.”” 55

Masaoka Shiki’s review of Seedlings is worth a brief mention here, as well.

Writing in the Japan Weekly Supplement (H A% : Nihon furoku shitho) in

September 1897, Shiki grants that Toson writes serious, poetical, imaginative shintaishi,
but he complains that Toson’s vision is limited and his vocabulary repetitive.5¢

It is not necessary to defend Seedlings’ revolutionary qualities, because those

54 Lyric Poetry (Tokyo: Min’yusha, 1897) was the joint effort of six writers, some of
whom achieved greater fame for writing other than poetry: Kunikida Doppo ([E A H%#

#*, 1871-1908), Matsuoka Kunio (2] [E 55, 1875-1962; better known for folklore studies
under the name Yanagita [lFH] Kunio), Tayama Katai (FHI11{64%, 1872-1930), Ota
Gyokumei (AKHEZ, 1871-1927), Yazaki Saganoya (KIFIEIKkD 2, 1863-1947), and
Miyazaki Koshoshi (&= IR -, 1864-1922).

55 Uno Koji, “Wakanashi to Rakubaishu” (Seedlings and Fallen Plum Blossoms), in
Tenbo (Lookout), no. 37 (Jan. 1949), 36.

56 Masaoka Shiki, “Wakanashii no shi to ga” (The poetry and pictures of Seedlings),
Nihon furoku shitho (Japan weekly supplement) (Sept. 27, 1897); reprinted in Shiki
zenshu (Complete works of Shiki), vol. 14 (Tokyo: Kodansha, 1976), 199-201.
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have never been in doubt over the last 115 years. (That is not to say that recent critics
have not felt it necessary to excuse what today may sound trite by explaining how
refreshing the poems were in 1897.) Meanwhile, grand declarations of Seedlings’ broad
impact are useful only to a point. And there remains uncharted territory. While many

favorite poems—“First Love” (#JZ3: Hatsukot), “Song of the Autumn Wind” (FXJE 7D #K:
Aki kaze no uta), and the “Six Maidens” (/N A D4LZ: Rokunin no otome) poems—

receive critics’ praise, many poems are largely ignored. To be sure, not every poem
deserves equal weight, and certain poems are weaker or less groundbreaking than

others. But some, like “Pillow of Grass” (%#: Kusamakura), have suffered unjust

abuse—particularly among anglophone scholars. Naff, for example, calls the latter
“heavy, obscure, mannered, pretentious, and lifeless, a virtual inventory of Toson’s early
shortcomings.”5” Critics are generally quick to point out that Toson’s successes in both
poetry and fiction owe as much to his embrace of traditional diction, imagery, and
allusion as they do to revolutionary technique, form, and vision.

How did Toson’s poetry succeed, and what exactly did it do? One thing that set it
apart from contemporary shintaishi (and even tanka) was the sheer delight it gave
readers: delight in the freshness of emotion, even when that was melancholy or despair,
and delight in a rhythmic delivery that propelled the lyrics forward and sustained
interest in them. For where shintaishi up to that point had failed most was in attending
to readers as listeners. Before Toson, Yosano Tekkan had pioneered poetry reform, and

his early works such as North, South, East, and West (3R Vi Fi-t: Tozai nanboku, 1896)

57 Naff, 167.
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brought both newness and variety, but without much rhythmic appeal. His tanka, too,
chop themselves up with excessive punctuation. The overall effect is exhilarating but
jarring, and there seems to be no invitation to become intimate with any one poem. It
may seem, then, that Toson’s poetic genius was that he finally made shintaishi sound
gentle to the ear, while still relying on standard rhythms and overused imagery. Toson’s
poems are not too daring in their subjects and language. Their success is like
Wordsworth’s: both take their time filling out the lines, never compressing too much,
sometimes even repetitive; both use diction not too rarefied. And this may explain why
Toson’s newness is harder to appreciate today. In the end, perhaps he is surpassed by
Bansui and Akiko, while still being important to their subsequent efforts—both as
inspiration to them directly and in preparing their readership to be receptive.

Toson’s nearest rival in rhythmic beauty may have been Ueda Bin, who published
translations of Verlaine and other European authors in Sound of the Tide. Indeed, Bin
and others of the Morning Star Group took up Toson’s baton after he stopped writing
poetry—a baton that can be said to have passed through Akiko’s hands on its way.
Akiko, after all, joined Tekkan’s Tokyo New Poetry Society in 1900, out of which the
literary magazine Morning Star was born.

But what was Toson’s lasting contribution to modern poetry? If shintaishi as a
form survived only for a few short decades, what sort of lasting impact did Toson really
have? Even if his genre of poetry gave way to vernacular free verse shortly after he
himself gave it up, was his contribution nonetheless a necessary step along the way? In
asking these questions, are we not also too devoted to the present? We hope to see, first,

that the poet’s work is still read today, and, second, that even today’s poets are
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influenced by the work of that earlier poet. (If this is a problem for the likes of Toson,
how much greater does its merciless judgment condemn Doi Bansui, who is said to be
forgotten and bereft of literary progeny.) Yet it is an article of faith that the arrival of
shintaishi and the concurrent overthrowing of stultifying tradition in tanka represented
great advances. I do not quibble with those judgments. But have we not also been keen
to accept vernacular free verse as the next (perhaps the final?) logical step towards
poetic freedom? And in doing so, in holding that the greatest freedom enables the
greatest creativity and personal expression, which in turn produces the most worthwhile
poems, have we not shelved on dusty bookcases so much of the wealth of poems: the
willingness to use rarefied language; an intimacy with great literature, history, and
ideas; and the structure that makes a poem, once finished, seem inconceivable any other
way?

The freedom of free verse may be freedom from formal constraints, but it brings
with it freedom from cultural resonance. Iborrow the term “cultural resonance” from
an essay by Stephen Greenblatt, in which he addresses the mediation of museums,
whose placement of artifacts teaches us how to contextualize them. The evacuation of
cultural resonance in poetry is actually the opposite problem to what Greenblatt calls
the “triumph of resonance over wonder,” but the analogy to Japanese poetic tradition,
especially waka tradition, is that no single waka can be taken as spontaneous or

unallusive.58 Instead, successive renovations of poetic practice towards vernacular free

58 Stephen Greenblatt, “Resonance and Wonder,” in Exhibiting Cultures: The Poetics
and Politics of Museum Display, edited by Ivan Karp and Steven D. Lavine
(Washington: Smithsonian Institution Press, 1991), 54.
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verse follow a path towards the triumph of purportedly unmediated wonder over
cultural resonance. The ideal of unmediated wonder assigns greater authenticity, and
thus greater value, to a poet’s observations of the world transcribed realistically. If
nature is understood as a realm without culture, then nature is that which most
fervently demands artless, unmediated transcription if it is to be authentic. The
enthymeme in this formulation is that there can be authentic and unmediated but still
meaningful access to nature. Toson’s shintaishi, and in particular those studied here,
occupy a critical transitional place. They aspire in varying degrees both to realism and
to the depiction of idealized, allusive landscapes—what Haruo Shirane calls “secondary
natures.”5® They thus oscillate between what Friedrich Schiller (1759-1805) calls the
“naive” happiness and the “sentimental” completeness to be found in “nature.”°

Yet much of the scholarship on Toson relies—if for practical reasons more than
theoretical—on a too tidy narrative of his career as Romantic poet and then Naturalist
novelist. Ito Sei, for example, characterizes a shift in Toson’s career thus:

After Toson had established a method of expressing himself to the fullest

extent possible in verse, that is, in accord with the old order, he turned to
prose. That was Chikuma River Sketches [ T-#liJI|D 277 v F:

Chikumagawa no suketchi, 1912], begun in Meiji 33 [1900], at age 29.
Around then he read Darwin. He wrote Fallen Plum Blossoms [74HE5E:

Rakubaishii, 1901] and that was the end of poetry for him. Chikuma River
Sketches is realistic and fairly rational, clear writing, and it makes a direct
impression. Around this time, he made himself into a writer of realism,
and his style is about the same as in Broken Commandment [7%: Hakai],

59 Haruo Shirane, Japan and the Culture of the Four Seasons: Nature, Literature, and
the Arts (New York: Columbia University Press, 2012), 26.

60 See Friedrich Schiller, “On Naive and Sentimental Poetry,” translated by Daniel O.
Dahlstrom, in Schiller, Essays, edited by Walter Hinderer and Daniel O. Dahlstrom
(New York: Continuum, 1993).
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which he started in 1904. . . .After that, his style gradually changed, with
Spring [#: Haru] in 1908 and The Family [X: 1e] in 1910. By the time of

The Family, at age 39, his style was fairly fixed, and it did not change
much after that.®!

In fact, Toson’s career included prose and drama experiments from the beginning, and
even his poetry collections included more and more prose over time.%> The only clear
shift is that Toson stopped publishing new poetry after the last of his four poetry
collections appeared in 1901. Scholars attribute this shift first to the extended
Shimazaki family’s financial exigencies, then to the notion that Toson’s limited poetic
creativity had dried up quickly (thankfully, this is not a widely shared view), and last to
the idea that he increasingly brought narration and description into his writing,
elements that lent themselves to the Naturalist prose with which he was supposedly
more comfortable. %3 I do not dispute the first or the third assertion; I leave the second

one to readers to evaluate for themselves.

61 1to Sei, “Toson no kangaekata” (Toson’s way of thinking), in Shimazaki Toson, vol. 6
of Kindai bungaku kansho koza (Lectures on modern literature appreciation), ed.
Senuma Shigeki (Tokyo: Kadokawa shoten, 1958), 306.

62 ITn November 1897, shortly after the publication of Seedlings, Toson published his
story “The Nap” (9 7z 7z 4a: Utatane), in The New Novel ($1/\ii: Shinshosetsu). The

critical failure of this story temporarily discouraged him from pursuing prose projects.
See Shinbo Kunihiro, “Futae utsushi no ‘fiikkei,” soshite jitsu no sekai’ e: ‘Shibunshiu’ to
iu seido kara” (“Landscape” of a two-layered copy, then towards “the real world”: From
the organization of “Collected Poetry and Prose”), in Shimazaki Toson: Bunmei hihyo to
shi to shosetsu to (Shimazaki Toson: Cultural criticism, poetry, and novels), ed. Hiraoka
Toshio and Kenmochi Takehiko (Tokyo: Sobunsha, 1996), 84-86.

63 William E. Naff explains that Toson alluded to his shift towards prose in a prefatory
anecdote attached to “The Nap.” In that anecdote, a master portrait painter warns his
young student not to look at the Rhine when traveling through Europe, but the student
does so anyway and consequently gives up portraiture for landscape painting. Here, the
operating analogy is of portraiture to lyric poetry and landscape painting to descriptive
prose. See Naff, 174.
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Instead, my goal is to capture an extended moment, not only in Toson’s own
development, but in the development of poetry that has both Naturalist and Romantic
elements, that is both descriptive and lyrical. I hope to contribute to our understanding
of how Toson found great resonance in combining the portrait and the landscape, in

inserting a modern, alienated subject into intertextual, “secondary natures.”

Doi Bansui’s Nature Has Feelings
Doi Bansui’s poetry could have been overshadowed by the success of Toson’s, but
instead he seems to have benefited from being associated with Toson. Bansui received

early critical affirmation in The Sun (XF%: Taiyo) from his friend Takayama Chogyu (i
[LIFE4+, 1871-1902), who had helped found Imperial Literature in 1895 and was then

also the editor of The Sun.%4 The Sun had a broader audience than Imperial Literature,
which was after all the literary organ of Tokyo Imperial University. It was also
published by Hakubunkan, the company that would later publish Nature Has Feelings

(CRHAE1H: Tenchi ujo) in 1899. In the December 1897 edition of The Sun, Chogyu

famously formulated the differences between Bansui and other poets:

I would take Toson’s rhythm [#: shirabe or cho], but not his diction [#:
ji] or thought [#: omoi or s6], his diction being limp and his thought

indistinct. I would take Hagoromo’s diction, but not his thought or his
rhythm, his thought being shallow and his rhythm flat. But for purity of
thought and sincerity of feeling [|&: nasake or jo], there is indeed another

poet of our generation. I mean not to disparage these two men’s names,
but only to ask, Why does no one speak of Doi Bansui? . . .His rhythm does

64 Senzaki Akinaka, Takayama Chogyii: bi to nashonarizumu (Takayama Chogyii:
Beauty and nationalism) (Tokyo: Ronsosha, 2010), 69.
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not measure up to Toson’s, and his diction is after all inferior to
Hagoromo’s, . . .but the loftiness of his thought and the purity of his
feeling far surpass those of these two men.

Bansui’s reputation must have benefited not only from the memorable comparison to

the likes of Toson and Takeshima Hagoromo (54, 1872-1967), but also from the

appearance of fairness that such a qualified endorsement brought. We should also
reflect on the fact that Chogyu here measures poetry by three criteria: rhythm, diction,
and thought. Each poet excels at one of the three; when Bansui comes up, his strength—
thought—expands to become thought and feeling. Indeed, for all the intellectual
sophistication of Bansui the scholar-poet, we must not overlook the considerable
emotional depth of his poems, as well.°¢ That feeling is, after all, in the title Nature Has
Feelings (though one could understandably charge that Bansui wrote intellectually
about nature’s feelings).

In January 1898, Imperial Literature ran an editorial on shintaishi of 1897, and
the magazine reflected on the boom in shintaishi, both in magazines and in volumes of
collected poems. The review singled out lyric poetry’s growing popularity: “Special

attention should be given to how the popularity of lyric poetry, and particularly love

65 Takayama Chogyu, “Bansui no shi” (Bansui’s poems), Taiyo (Dec. 1897); reprinted in
Takayama Chogyu, Chogyi zenshui (Complete works of Chogyi), vol. 2, edited by
Anesaki Masaharu and Sasakawa Taneo (Tokyo: Hakubunkan, 1926), 576.

66 Some scholars even foreground this aspect of Bansui’s poetry. See, for example, Ishii
Masamitsu, Jonetsu no shijin Doi Bansui: Sono hito to sakuhin (Poet of passion Doi
Bansui: His life and work) (Sendai: Tohoku shuppan, 1953).
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poetry, in the latter half of the year gave rise to a new era.”®”

The two most important achievements in shintaishi in 1897, according to the
editorial, were Shimazaki Toson’s Seedlings, which appeared in the fall of that year, and
Bansui’s poetry. The editorial says, “We believe the two people who created a new era in
the world of poetry last year were Toson and Bansui.” Yet while it rejoices at the two
poets’ use of content, the editorial cites the room for development beyond the old meters
of 7-5 and 5-7. “At this moment, there is no one worthy of being called a poet, and
therefore there is no one who has the technique to succeed using a form other than the
old 7-5 and 5-7.”%8 Thus, even Toson and Bansui fail to live up to the high hopes of the
editors of Imperial Literature.

The March 1898 issue of Imperial Literature carried an editorial that complained
of the failings of Bansui’s contemporaries—but not Bansui’s own. The title of the piece

was “Bansui and Reputation” (3 & {13} Bansui to sehyo). It began by criticizing

67 In its “Miscellaneous Notes” section (#E#t: Zappo), the magazine ran its customary
unsigned editorials on topics such as “The World of Thought” (J841%: Shiso-kai), “The
World of Novels” (/N 5t: Shosetsu-kai), “The Shintaishi Scene” CHTiA 18 Shintaishi-
dan), “The Translation Scene” (ARF3E: Hon’yaku-dan), “The World of Drama” (BI5¢:
Geki-kat), “The World of Japanese” (B >C#: Kokubun-kai), “The Tanka Scene” (35 A}
Tanka-dan), “The World of Chinese Studies” (#£2%L: Kangaku-kai), “The Chinese
Poetry Scene” (i# & : Kanshi-dan), “The Haiku Scene” (fE¥: Hai-dan), and “The
World of History and Biography” (*2{z5t: Shiden-kai). The presence of shintaishi as a

regularly included category alongside the others helped give legitimacy to the style. The
January 1898 issue surveyed the previous year, Meiji 30, and gathered its commentaries
under the heading “A General Commentary on the Arts of the Year Meiji 30” (HHiGHH4E

D XEFWEZE: Meiji sanjiinen no bungei gaihyo). Teikoku bungaku (Jan. 1898), 124.

68 Teikoku bungaku (Jan. 1898), 125.
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Takeshima Hagoromo, Omachi Keigetsu (KNI #E H, 1869-1925), and Shioi Uko (MEH:F
7L, 1869-1913) for being old-fashioned, in spite of their graceful styles. Hidai Tenrai (tt
FHH: KK, 1872-1939) and Yosano Tekkan were praised for their passion but faulted for

not being graceful enough. Even Toson, who was singled out for his grace, skill, and
enthusiasm, failed to live up to their standards of originality. “Toson, too, is in the end
not a new poet,” the editorial judged.®® Instead, the mantle of new poet—a poet with

“fine tuning and grand, noble thoughts” ($hf@ 7 % G & SRR 7 % V& keiken

naru choritsu to suko yudai naru rakuso)—belonged to Bansui. It was unfortunate, the
article stated, that he was not receiving adequate attention from other magazines.”°
Exactly one year after elevating Bansui to the level of Shimazaki Toson, in
January 1899, Imperial Literature’s editorial on shintaishi took stock of the previous
two years of shintaishi. These two years were important for the development of the
form, according to the editorial, thanks to Toson and Bansui and the pressure they
exerted on other poets.” By this point, Toson had published three poetry collections, of

which the third, Summer Grass (32 ¥i: Natsukusa), was reviewed in the same issue.
Seedlings was the most successful. One Boat (—%%/i}: Hitohabune) was more a prose

collection, the editorial said, and Summer Grass was not as thoughtful or original as

Seedlings.

69 Teikoku bungaku (March 1898), 108.
70 Teikoku bungaku (March 1898), 108.

7t Toson and Bansui continued to be paired as one unit (B&F#i22: Toson Bansui), often

with a double circle by each character for emphasis.
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Bansui, on the other hand, was praised for making progress with each new poem

—in spite of the occasional “tedious monotony” (Hi5{ D #¢: tancho no hei) in some of
“declarations of rather deep ideals” (F3il € 7 % #AR % & O\: yaya enshin naru riso6 wo
utai).”? The editorial singled out “The Universe and the Poet” (554 & i A: Ban'yu to

shijin), which had been published in January 1898, as well as three poems—*“Stars and

Flowers” (/& & {t: Hoshi to hana), “The Eagle” (&: Washi), and “Evening Bell” (& #:

Bosho)—that had been published together in the April issue. Then, with his “Dream

Before the Horse” (J51i D 2*: Bazen no yume), one of six poems by Bansui published in

Hansei zasshi in August, Bansui made a name for himself as an epic poet. He followed

this with his major epic poem “Fallen Star in the Autumn Wind on Wuzhang Plain” (2
7&K B AL L5 Hoshiotsu shuifu gojogen), which represented a step forward in language

—though unfortunately also contained too many undomesticated kanji. The editorial
that month—January 1899—continued by bestowing a mixed review on Bansui’s work as
a whole:

Bansui’s lyric poetry has no blood, and it has no tears. In fact, his ideals in

the pure, distant air have their own kind of luster that looks askance at

other writers. His epic poetry, too, does not lack for conquerors, but really

we should not even allow any comparisons with him on this point. To tell

the truth, “Fallen Star in the Autumn Wind on Wuzhang Plain” both shows

Bansui’s strengths and fails to conceal his weaknesses.7”3

Three months later, in April 1899, Nature Has Feelings, Bansui’s first collection

of poems, was published in Tokyo by the major publisher Hakubunkan. Imperial

72 Teikoku bungaku (Jan. 1899), 114.

73 Teikoku bungaku (Jan. 1899), 114.
39



Literature’s review of the work appeared two months later, in the June issue. Again, the
article begins by naming Bansui and Toson as the two new poets of the age. While
Toson has released three collections by this point—Seedlings, One Boat, and Summer
Grass—readers are sure to have been waiting long for Bansui’s first collection. The

article provides extensive excerpts of several poems, especially “Evening Thoughts” (%
D O Yibe no omoi) and “Light” (Ot:: Hikari). It also draws heavily on excerpts of

treatises about poetry that Bansui had translated and attached to the collection,”4 and it

highlights Bansui’s own poetic treatment of poetry in his poems “Poet” (;i+f A: Shijin)
and “The Universe and the Poet” (85 & &f A: Ban'yu to shijin). Chapter two will

address these poems in greater detail. Here it is worth noting the article’s observation

that Bansui “certainly does not stop at merely depicting natural scenery [ H %A D 54:
shizen no keibutsu]. . . .What he seeks is in the lofty mystery [=i=l4: koen yu] of

meaningful poetry [3=iF: ishil, and in the pursuit of ideals.”7s He cries with humans’

anguish and grieves with their fate, the review states, and yet “the poems themselves

assume a calm tone [5O3 %z 33: reisei no cho wo obu]. It is because of this that

critics remark on Bansui’s scarcity of passion. . . .But just as a warrior in armor looks

74 The translations are from Thomas Carlyle’s (1795-1881) “The Hero as Poet,” from
Shelley’s “Defence of Poetry,” from George Sand’s (1804-76) Letters of a Traveler
(Lettres d’'un voyageur), from Ralph Waldo Emerson’s (1803-82) essay “The Poet,” and
from Victor Hugo’s (1802-85) preface to Rays and Shadows (Les Rayons et les
Ombres).

75 Teikoku bungaku (June 1899), 120-121. Italicized text in my translation corresponds
to the use of emphasis marks in the original.
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like a bitter mountain thistle, which produces only one drop of dew when squeezed,
though the number of tears be few, there must be countless hidden tears within the
heart.”7¢ Bansui thus earns spirited approbation for having composed poems that go
beyond sketching from life, even if his poems in turn require in-depth probing to
discover their passion.

More recently, Bansui has been nearly forgotten, or when remembered then
relegated to the status of a regional poet associated with his hometown of Sendai. Yet
Bansui’s reputation has suffered more injustice than mere neglect. The circulation of
simplistic characterizations of his work has reduced him to a token in histories of Meiji
poetry. Paradoxically, the linking of Bansui’s work with Toson’s seems to have become a
dichotomous, hierarchical judgment that favored Toson: namely, that Bansui’s poetry is
the “masculine, intellectual” counterpart to Toson’s “feminine, lyrical” poetry. Suga

Hidemi, for example, argues that Bansui’s poems have more Chinese compounds (J%E:

kango), which he associates with the male literati, while Toson’s have more “Japanese”

words (fl15%: wago), which evoke classical literary traditions that are marked as

relatively feminine.”” Also, Toson wrote several poems from the point of view of
maidens, while Bansui wrote a number of epic poems about male heroes. Meanwhile,
the label “intellectual” becomes a pejorative tag and not an invitation into the

remarkable depth of Bansui’s poems, no doubt as a result of the lingering myth that

76 Teikoku bungaku (June 1899), 121.

77 Suga Hidemi, 243. On the construction of masculine and feminine in literary
histories, see also Tomiko Yoda, Gender and National Literature: Heian Texts in the
Constructions of Japanese Modernity (Durham: Duke University Press, 2004).
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poems should be spontaneous and not contrived. Yet Bansui wrote a number of “lyrical”
pieces; indeed, Sasabuchi Tomoichi has neatly sorted them into three categories: lyric,
conceptual, and epic.”® And yet this also becomes a simplification that inhibits
understanding.

Moreover, the accident seems to be Bansui’s unlikely success in the first place.
Perhaps his poetry would have remained more obscure had he not been on the editorial
board of Imperial Literature, where he published about half of the poems that would be
included in Nature Has Feelings, and had he not benefited from well-timed reviews of
his poetry and arm-twisting of the publisher by his friend and colleague Takayama
Chogyu. Because of that, the indifference to Bansui’s poetry is understandable.

Finally, we must also recognize that shintaishi as a form in general has suffered
neglect with the passage of time. The Imperial Literature editorial from January 1899,
appearing before Nature Has Feelings had even been published, predicted the
inevitable decline of shintaishi. If the form once was more “modern” or “revolutionary”
than haiku, it has nevertheless not survived in wide practice to the present, with the odd
result that the waka and haiku of Masaoka Shiki seem now fresher—or at least more
readily accessible to the reader. Second, it is clear that the main barrier to lasting
acclaim for Bansui’s poetry in particular is the difficulty for the reader: first, in diction
that resembles kanshi more than waka, and, second, in diverse literary allusions that
must have been as impenetrable to readers at the time as they are now.

In investigating Bansui’s shintaishi, I hope not simply to revive an accident, nor

78 Sasabuchi Tomoichi, “Bungakkai” to sono jidai (“Literary world” and its age), vol. 2
(Meiji shoin, 1961), 1564.
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simply to help explain what is difficult in the poems, but to explore through his
sophisticated, reflective works how poetry can summon great literary and philosophical
works from diverse traditions to say something beautiful about both nature and human

ideals, even as they both continue to elude us.

Yosano Akiko’s Tangled Hair

Yosano Akiko began writing poetry in the late 1890s, partly under the inspiration
of Bungakkai and especially Shimazaki Toson’s early poetry therein. Her early success
with poetry, however, was with tanka instead of shintaishi, and she became famous with

the enormously successful all-tanka collection Tangled Hair (# 72#1%%: Midaregami) in

August 1901. This is partly attributable to her falling in love with Yosano Tekkan, a
major tanka poet and the founder of the Tokyo New Poetry Society. Most of the
influence between the two, however, was hers on him, as she infected his style with the
romantic ardor of her poetry. Akiko’s tanka were sensuous and rebellious, while
maintaining the style, conventions, and literary references of the form.

The publication of Yosano Akiko’s Tangled Hair proved that neither the literary
public nor its institutional spokespersons on editorial boards had grown tired of
deploying superlatives in lauding poets for breaking with convention. An anonymous
review (understood to be by Ueda Bin) in the October 5, 1901, issue of Morning Star set

the tone for critical reception of Tangled Hair, establishing a pattern of appreciation for
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the work’s innovation, passion, and depth of thought.”® It is not surprising that a review
in Tekkan’s magazine, site of so many of Akiko’s poems, would be laudatory. Even so,
such a review, by a leading exponent of modern poetry and prominently taking up the
first four pages of the issue, no doubt underscored the serious regard the mostly male
literary establishment gave to a female author writing in a traditional poetic form.8°

First, the review comments on the collection’s new voice and original thought,
with criticism of the general opinion that it is filled only with lovesickness. The review
goes on to describe what the reviewer does not like about tanka and shintaishi of the
moment: their lack of life and heart, their inauthenticity and pretentiousness. The
shintaishi are crude and vague, and the tanka field is full of writers who are satisfied
with mediocre thought. Its landscapes are limited to the painterly, and its human
sentiments to the faultless aristocratic and filial.8!

The review characterizes Tangled Hair, by contrast, as pioneering a passionate,
revolutionary kind of poetry. If perhaps it lacks a calmer range of emotions, it is
nevertheless sharp in its rhythms and startling in its liberated thoughts. As a work by a

woman, the review states, the collection is especially to be welcomed, and anyone who

79 Bin’s review in October was not the first published review of Tangled Hair. Short
reviews appeared in the September 1, 1901, issues of Book Collection (OCJii: Bunko),

New Arts (F73CZ: Shin bungei), Flowers of the Heart (Z Z 5 ® 7% : Kokoro no hana),
New Literary Arts (#13(#: Shin bungei), and Imperial Literature.
80 Tt may have helped that the tanka form was regarded as a relatively feminine poetic
form, in part because of its traditional use of ostensibly pure Japanese language in the
“woman’s hand” (that is, hiragana), and as the counterpart to supposedly more
masculine poetry written in Chinese.
81 Myojo, no. 16 (Oct. 5, 1901), 1.
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deprecates it is “no friend to art.”82

More specifically, Tangled Hair has also been welcomed as the successor to
Toson’s Seedlings. In his recent biography of Toson, for example, Naff writes, “Yosano
Akiko’s Tangled Hair, which is virtually a sequel to [Seedlings], is a close second [to it],
but it was inevitable that after her, the power of mere novelty, however brilliantly
informed and executed, would rapidly attenuate.”83 Akiko, Naff argues, is the “poet
most influenced by Toson and the one who stands as his only direct heir in
poetry. . . .Toson’s achievement established the necessary preconditions for Akiko’s
career in much the same way that Kitamura Tokoku’s work had established the
preconditions for his.”84

Akiko herself later claimed that she never sought to “reform poetry.”8 But her
statement should not be taken at face value: humility and the intervening years, along
with a reputation that afforded her the luxury of self-deprecation, would have colored
her characterization of her early work, which she always sought to outgrow.
Furthermore, the unmistakable effect of her poetry was a poetic reform, both in the
tanka whose diction she helped expand, and in free verse which she helped pioneer.

Makoto Ueda, for example, presents her lessons on tanka as course corrections to stop

82 Myaojo, no. 16 (Oct. 5, 1901), 4.
83 Naff, 171.
84 Naff, 165-166.

85 Makoto Ueda, Modern Japanese Poets and the Nature of Literature (Stanford:
Stanford University Press, 1983), 53; citing Teihon Yosano Akiko zenshu (Authoritative
complete works of Yosano Akiko), vol. 12, 476.
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the spread of shasei.8°

Outline of Chapters

Each of the three body chapters of this dissertation takes up a small number of
poems and critical writings to examine how each poet pursued a lyricism that sought
ideals and mined poetic allusions to go beyond shasei and beyond “nature.”

Chapter one examines Shimazaki Toson’s early concern with the poet’s
descriptions of and journeys into nature. In two early essays, “The Shade of the Grape

Plant” (474 D1t D F&: Budo no ki no kage) and “On Poetry” (82 3CIZ 5k C: Inbun ni

tsuite), Toson emphasizes the importance of the poet’s imagination and passion in
seeing into nature. He does not address the cultural prism through which the poet sees
nature; yet that cultural prism informs his early poems, of which I examine three from

his collection Seedlings. The poem “Song of the Autumn Wind” (FKJED#k: Aki kaze no

uta) is an ode, seemingly modeled on Shelley’s “Ode to the West Wind,” but to the
transience of human life in the face of nature’s indifferent and ineluctable entropy. The
spring that cannot “be far behind” in Shelley’s poem is deferred, but it reappears in

“Pillow of Grass” (iti: Kusamakura). In that poem, the lonely poetic speaker is able to

metabolize his melancholy in a bleak seaside landscape that nonetheless resounds with
conventional significance, and this prepares him to reenter society. In “Rambling

Through the Deep Woods” (M D i&E: Shinrin no shoyo), the speaker begins in a

86 Makoto Ueda, Modern Japanese Poets and the Nature of Literature (Stanford:
Stanford University Press, 1983), 53.
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conventionally significant forest filled with a classical catalogue of flora. But over the
course of the poem, urged on by spirits of the mountain and trees, the speaker goes
where there is no path and melts into the scenery. In other words, Toson has detailed a
poetic evolution towards description that is both more fantastic and more realistic. By
the end of Toson’s poetic career in 1901, when he wrote the essay “Refined Language

and Poetry” (Jt 5 & &¥ik: Gagen to shiika), he had become skeptical of what he saw as

the prosodic and expressive limitations of the Japanese language. His skepticism
coincided with, and seems partially to have motivated, his move towards realist prose.
But in giving up on seeing ideals in the prisms of culturally constructed meanings of
natural phenomena, Toson was also turning his back on an affective intimacy with this
construct. Nevertheless, when his collected poems were published in 1904, he proudly
proclaimed the arrival of a new age of poetry to Japan, and his own role in bringing it.
Chapter two takes up Doi Bansui’s recursively poetic investigations into the role
of the poet in interpreting the universe and the ideals other poets have invested in it.
Beginning with discussions of Bansui’s preface to his collection Nature Has Feelings
and the translations on poetry from Western writers that he appended to it, I show how
Bansui was keen to insert himself and his readers into a global poetic tradition. In two

poems from the collection, “Poet” (;;f A\: Shijin) and “The Universe and the Poet” (B3
& iFA: Ban’yu to shijin), he then takes the ironic stance of a non-poet and asks his

poetic interlocutor—his muse, really—to reveal the secrets of nature to him. In doing so,

Bansui seeks ideals in nature and ideals in the poet. In “Evening Thoughts” (¥ @ & 0\

Yiibe no omoti) and “Evening Bell” ((&#i: Bosho), however, his poetic speakers lament
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the transience and bitterness of lofty ideals. Yet neither is entirely pessimistic. In
“Evening Thoughts,” the speaker carves a niche between the hope of ideals and the
despair of reality. In “Evening Bell,” he sees the progressive erosion of humanity’s
ideals, which echo in the sound of a temple bell, as the very stuff of reality. The two
poems thus suggest that the aim of the poet is neither realism nor idealism, but a course
that charts and preserves the fissures between the two.

Chapter three focuses on Yosano Akiko’s multifaceted and even contradictory use
of supernatural symbols to strike out in iconoclastic ways against the strictures of sexual
mores and traditional poetic practice. Of the 399 tanka in Tangled Hair, over one-
fourth have references to deities, religious sites and texts, sin, priests, devils, and so
forth. The poetic speakers of these poems are sometimes devout, sometimes defiant,
and often ambivalent in the face of religious standards. While many of the references
might be dismissed simply as metaphors for the divinity of love or lust, particularly as
they do not reflect any devout beliefs of the poet herself, such a dismissal overlooks the
rhetorical suppleness that such inventions impart to the brief tanka. Akiko mixes
supernatural symbolism with traditional tanka diction and allusions, and the resulting
layers of meaning are all the more outrageous for this combination. They not only
appeal to—and sometimes upend—religious ideals, but also invoke ideals of nature as
normative with or against such religious ideals. In this light, even the moments of
realistic description are fraught with moral significance. Akiko thus constructs a poetic
cosmos always teeming with intermingled deities and humans, both exalted and both
coarsened by passion. The prominent but contestable status of the supernatural in the

poems both extends beyond the natural and undermines the reliability of the natural.
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A brief conclusion ties together the poetic strategies of Toson, Bansui, and Akiko

through the prism of Natsume Soseki’s novel Pillow of Grass (}2#: Kusamakura, 1906).

The narrator of the novel charms us with his tangled meditations on the dynamics
among artist, nature, and intertexts, even as his own attempts at poetry and painting fall
flat. The tension between the fumbling, idealistic narrator and Soseki the skillful author
opens up reflexive questions about the poet’s mediated relationship to nature, and about
the allusive and idealistic power of intertexts.

Finally, an appendix presents English translations of a number of shintaishi from
Toson’s Seedlings and Bansui’s Nature Has Feelings, most of which have never been

published in translation.

49



CHAPTER ONE: MELTING INTO SHIMAZAKI TOSON’S POETIC LANDSCAPES

To investigate nature is the poet’s lifelong burden, and also the poet’s
desire.
—Shimazaki Toson, “The Shade of the Grape Plant”*

To grasp mental freedom, as if to dance into a new nature.
—Shimazaki Toson, “On Poetry”?

This chapter will focus on three descriptive yet lyrical poems from Shimazaki Toson’s

(SRR, 1872-1943) first poetry collection, Seedlings (#i2%%5: Wakanashi, 1897), as a

way of delineating a range of new tools that Toson made available for describing and

interacting poetically with nature. In the famous “Song of the Autumn Wind” (fkJ&®
ik: Aki kaze no uta), the poetic speaker sings an ode to the personified autumn wind.3 It

is an ode that sounds a familiar note of humans’ impermanence in the face of natural
cycles. The speaker remains detached from the scene, however, while the autumn wind
acts upon the temporal world. Then, in the poems “Pillow of Grass” (&#:

NSy

Kusamakura) and “Rambling Through the Deep Woods” (F##k D ifi&: Shinrin no

shoyo), Toson’s poetic speakers increasingly explore emotional and ecological niches in

order to find comfort and stabilize their moral identities. In “Pillow of Grass,” the moral

1“Budo no ki no kage,” Bungakkai (Literary world), no. 32 (August 1895), 2. (It should
not be confused with Toson’s poem of the same name, which appeared in Seedlings.)

2 “Inbun ni tsuite,” Taiyo (The sun), Dec. 1895; reprinted in Shimazaki Toson zenshii
(The complete works of Shimazaki Toson), vol. 1 (Tokyo: Shinchosha, 1950), 228.

3 For full translations of the poems discussed in this chapter, see Appendix A.
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speaker overcomes his social and emotional alienation by applying cultural convention
to—and thus escaping the paradoxical limitations of—a boundless landscape. The
traveling speaker thus purifies his moral identity in an abundance of mediated solitude,
and this allows him to contemplate returning to civilization. In “Rambling Through the
Deep Woods,” the sensual speaker finds plenitude, becomes part of the plenitude, within
the forest’s limits. These poems dance between absorption in and alienation from
nature, in a process of continual metabolism of self with that nature.

But nature is not an unproblematic external reality; rather, it is what Haruo
Shirane calls a “secondary nature,” mediated by intertexts and allusions.4 Thus, the
happiness or completeness to be found never completely escapes the social setting, the
literary ecosystem, even when the poetic speaker is most alone, as in the poems
discussed here. Specifically, the innovation of Toson’s poems is not to describe scenery
as it appears to an observer positioned in the landscape, stripped of any conventional
symbolic meaning or what Karatani Kojin calls “transcendent,” painterly writing.5 For if
anything, to describe nature faithfully for Toson would be to describe with the faith that
nature is invested with moral meaning. In discussing Toson’s faith in nature’s moral
meaning, his religious background would seem to be relevant. He had been baptized a
Christian and took part in literary circles with influential Christian writers, notably his

friend Kitamura Tokoku (ALAH#EZRY, 1868-94) and Iwamoto Yoshiharu (B2 AE IR,

4 Haruo Shirane, Japan and the Culture of the Four Seasons: Nature, Literature, and
the Arts (New York: Columbia University Press, 2012), 26.

5 Karatani Kojin, Origins of Modern Japanese Literature, trans. ed. Brett de Bary
(Durham: Duke University Press, 1993), 21.
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1863-1942), the founder of Women’s Learning Magazine (Z“##Ei&: Jogaku zasshi,

1885-1904). Yet by the time of Seedlings, Tokoku had died and Toson’s religious belief
had lapsed, so it is difficult to trace any direct influence on the poems. Compare the
Christian influence on the views of nature of a contemporaneous writer, Uchimura

Kanzo (NHFI#E =, 1861-1930). Karatani holds that Uchimura’s Christian, Cartesian view

allowed him to “discover landscape” in literature, and to see nature as “simply nature,”
which “exists only by virtue of the existence of the spirit or of an inner world.”® Kamei
Hideo argues against Karatani that Uchimura’s own descriptions of nature are imbued
with biblical references.” Although I have found no similarly obvious biblical references
in Toson’s poetry, Kamei’s point should remind us that Toson’s poetic refuge in nature is
constantly mediated by, perhaps we should say intersubjective with, the conventional
sensibilities produced by these secondary natures.

Given that the poems were first published in the short time between November
1896 and March 1897, my goal is not to delineate a developmental arc of Toson’s
descriptive poetry. Rather, my aim is to show how these early nature poems developed
ideas of beauty and goodness that invested nature with both moral agency and an
intertextual texture that weaves together conventional symbolism. I hope that the
narrow focus of this chapter may provide readers with another part of the literary

landscape, a landscape that has too often separated Toson’s career simply into lyrical

6 Karatani, 88.

7 See Kamei Hideo, Transformations of Sensibility: The Phenomenology of Meiji
Literature, trans. ed. Michael Bourdaghs (Ann Arbor: University of Michigan Center for
Japanese Studies, 2002), 238-43.
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love poetry followed by naturalist prose.8

That literary landscape is also belied by Toson’s own critical essays on poetry,
which misstate the work his own poems do. This chapter will first examine two of
Toson’s early essays on poetry, then jump ahead to compare them with the rhetoric of

Toson’s preface to the 1904 collection of Toson’s Collected Poems (B F4: Toson

shishu), and, after analyzing the three poems, conclude with an analysis of three nature

poems from Seedlings.

Nature and the Poet: Two Essays on Poetry Before Seedlings

The essays “The Shade of the Grape Plant” (% D D &: Budo no ki no kage)
and “On Poetry” (B23CIZ 5t C: Inbun ni tsuite), quoted in the epigraphs above, reveal
Toson’s early critical concern with putting descriptions of “nature” (H#A: shizen) into

poetic language. Published in the August and November 1895 issues of Literary World
and The Sun, respectively, the essays come roughly a year before he composed the
poems to be included in Seedlings. Toson’s poetic output up to this point had been in
the form of verse dramas; it was not until July 1896 that he published a set of short

lyrical poems entitled “Summer of This Year” (Z & L ® ¥ : Kotoshi no natsu) in

8 Credit must be given to James R. Morita, however skeptical he remains of Toson’s
poetic capabilities, for seeing that “Toson was not merely a romantic poet who sang only
in the spring, much less the ordinary naturalistic novelist he is sometimes remembered
as. Behind his autobiographical novels lay the above poems, which contained elements
that developed into his novels. It was the rare blend of these poetic qualities that
distinguished his prose works from those of other novelists who lacked it.” Morita,
“Shimazaki Toson’s Four Collections of Poems,” Monumenta Nipponica 25:3-4 (1970),
360.
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Literary World. My exclusion of Toson’s dramas from this study should be understood
neither as rejecting their status as poetry, nor as discrediting their quality; and indeed,
the generic difference between his verse dramas and his dialogic poems is not very great.
The main difference is in the diction: the former come across as old-fashioned joruri
(chanting that accompanies puppet theater).? What is more important for our purposes,
the verse dramas do not capture the lyric subjectivity of a subject interacting with

nature. As Togawa Shinsuke reminds us, “the real feeling [5%/&: jikkan] behind
[dramatic verse (Fl&F: gekishi)] is relatively lacking compared with [lyric poems (71§
&1 jojoshi)].”1© We may not agree that lyric poems, especially those of Toson, have such

unproblematic distinctions; perhaps we should even avoid using the term “lyric” to refer
to those poems whose speaking subjects have emotional worlds of their own apart from
the writer. But it is dangerous to be drawn into distinctions between expressive and
mimetic arts, distinctions that have proved tricky even going back to Plato and
Aristotle. !

In the first of these two essays, “The Shade of the Grape Plant,” Toson flies into

9 On this characterization, see Takahashi Masako, Shimazaki Toson: Toi manazashi
(Shimazaki Toson: Distant views) (Osaka: Izumi shoin, 1994), 25.

10 Togawa Shinsuke, “Wakanashii to kinsei kayo: ‘Junsui naru Nihon s0’ o

megutte” (Seedlings and modern ballads: Towards a ‘pure Japanese thought™), Nihon
bungaku (Japanese literature) 30:1 (Jan. 1981), special issue: Kotoba to no deai: Meiji
ni, sanjii nendai (Meeting with language: The Meiji twenties and thirties): 32.

11 Plato stumbles at the outset by taking language unproblematically as a “natural sign.”
See also Murray Krieger’s discussion of Plato’s argument in The Sophist, in which Plato
limits his charge against poetry to dramatic poetry because of its representational
quality. Krieger, Ekphrasis: The Illusion of the Natural Sign (Baltimore and London:
The Johns Hopkins University Press, 1992), especially 67-75.
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fanciful rhetoric to describe the activity of the poet. He recognizes the multivalent

meanings of a word like “nature” (HH%A: shizen), and he problematizes the role of the

poet in interacting with whatever that “nature” is:

The word nature already has multiple meanings, from the broad sense of
that which is outside of humans, to the deep sense of all creation (GE1l &

G zoka ban’yii). There have therefore been multiple ways to investigate

nature, so that each poet in old times followed a different path with respect
to nature, and all poets had their own natures. Thus, in the beginning
nature was inexhaustible, or you could say it had a certain significance.
There are those who see ecstasy [#1F: sokyo] and reach clarity [

seicho]. Or, in a crazed haste [14: 20 kE: seikyu kanpeki], they flash like

lightning into the bosom of nature, and bring back water scooped up from
a clear spring. . . .Or, fearing the competitive world of the survival of the
fittest [99 A5 £ : jakuniku kyoshoku], they hurl themselves into dark

nature’s raging billows [%%iz: doto]. There are those who, having once

cast nature aside, are then shocked to have to gather up nature. . . .Then
there are those who, like losing generals in the real world, stand hidden in
the fortress of nature, and as if still in the real world they wave their
frightening swords around and try to fight against nature. If the
imagination is not rich, then the interest [#i#£: shumi] will not be deep; if

the interest is not deep, then the insight will not be brilliant; if the insight
is not brilliant, then the passion will not be pure; and if the passion is not
pure, then one cannot hear the inmost voice [ %% % % : saishin naru

koe] of nature. Again, the investigation of nature is difficult, is it not?!2
Two properties stand out in this passage. First, Toson recognizes the problematic but
necessary task of the poet to penetrate into the mysteries of the universe—a task
explored in greater detail by Doi Bansui in his poems and translations of Percy Bysshe

Shelley (1792-1822) and Ralph Waldo Emerson (1803-82).'3 Toson’s formula of

12 Shimazaki, “Budo no ki no kage,” Bungakkai (Literary world), no. 32 (August 1895),
2.

13 See chapter two.
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progress from poet to nature goes as follows: rich imagination, deep interest, brilliant
insight, pure passion, access to nature’s inmost voice. I might have placed insight next
to access to nature, and moved passion somewhere near imagination. Though twisted,
it is still a characteristically Romantic chain, calling on intellectual and emotional
faculties in the active search for nature’s secrets. It may remind us of the Wanderer in
William Wordsworth’s (1770-1850) The Excursion, who recognizes, as Jonathan Bate
writes, “Everything is linked to everything else, and, most importantly, the human mind
must be linked to the natural environment.” 14

Second, in the use of the term “the survival of the fittest,” Toson betrays a timely
awareness of late nineteenth-century discourses on science and nature. The phrase
“survival of the fittest,” though popularly attributed to Charles Darwin’s (1809-82)
theory of evolution by natural selection, was in fact coined by social theorist Herbert
Spencer (1820-1903).%5 The intertwining of Darwin and Spencer should remind us that
biology and sociology were not discrete bodies of knowledge or sources of discourse.
Toson’s reference to the survival of the fittest, in an essay about poets’ recourse to the
riches of nature, reminds us how fundamentally the stakes and ideals of writing poetry

can be affected not only by swift social change, but by scientific discovery and its

14 Jonathan Bate, Romantic Ecology: Wordsworth and the Environmental Tradition
(New York: Routledge, 1991), 66; citing H. W. Piper, The Active Universe: Pantheism
and the Concept of the Imagination in the English Romantic Poets (London, 1962), 122.

15 According to Julia Adeney Thomas, Spencer was by far the more influential thinker in
nineteenth-century Japan: Darwin’s “science was deemed secondary to Spencer’s social
theory”; and Spencer was “preeminent among all European political thinkers translated
into Japanese.” Thomas, Reconfiguring Modernity: Concepts of Nature in Japanese

Political Ideology (Berkeley and Los Angeles: University of California Press, 2001), 104,

117.
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cascading discourses. As Takahashi Masako points out, “What we must not overlook
about the formation of nature-centered literature in the Meiji thirties [1897-1906] is the
way it was able to see the invisible parts of ‘nature’ thanks to the acquisition of scientific
knowledge.”1®

Toson proceeds in the next paragraph to describe Wordsworth and George
Gordon Byron (1788-1824), with references to Wordsworth’s sonnet on Westminster
Bridge and his Rydal Mount home.'” The mention of the sonnet, whose full title is
“Composed on Westminster Bridge, September 3, 1802,” is telling, as it sings of a
harmonious beauty of wild and cultivated together, not of some distinct non-human
“nature.” Wordsworth suggests that the city is the passive recipient of nature’s beauty:
“The City now doth, like a garment, wear / The beauty of the morning”; but it is a beauty
that outdoes the beauty of wilderness: “Never did sun more beautifully steep / In his
first splendor, valley, rock, or hill.”*® In other words, the Wordsworth to whom Toson

and others looked provided a model of order and harmony, in which the wild and

16 Takahashi Masako, 240. This insight is also at the heart of Gregory Golley’s study of
literary modernism in the early twentieth century, during which time scientific
discoveries gave writers new tools for knowing reality beyond direct sensual perception.
See Golley, When Our Eyes No Longer See: Realism, Science, and Ecology in Japanese
Literary Modernism (Cambridge: Harvard University Asia Center, 2008).

17 Wordsworth was of great importance to the members of the Literary World group,
and especially to Toson. They all would have been familiar with references to
Westminster Bridge and Rydal Mount. See Yano Hojin, “Bungakkai” to seiyo bungaku
(“Literary world” and western literature) (revised edition; Tokyo: Gakuyusha, 1970),
66-67.

18 Wordsworth, “Composed Upon Westminster Bridge, September 3, 1802,” lines 4-5
and 9-10.
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cultivated were brought together by some centripetal force.?

Does the poet simply transcribe this harmony? Is the poet’s role, like the City’s,
simply to reflect nature’s glory? Wordsworth, Toson writes, “recited nature with his
mouth, regarded nature with his eyes, listened to nature with his ears.”2° Such a
statement appears to simplify one possible ideal of poetry as direct transcription of

sensory input, or, in terms familiar to Toson’s time, “sketching from real life” (5-%E:

shasei). But Toson implicitly rejects such simplicity, as when he notes that Robert
Burns (1759-96) “made nature his friend” while Wordsworth “made nature his god.” >
In such a way, a great poet must invest the subject with subjectivity, and lose some
poetic objectivity. How else can a poet say anything new? Toson posits: “Though nature
has voices, if they are not new, then they will not teach us anything of deep significance.
Though nature has colors, if they are not new, then they will not hold great charm for
us.”22 The burden is on nature to provide new notes and new tones, but by extension it
is also on the poet to hear and see those tones.

Toson underlines the poet’s need to see and hear nature in his essay “On Poetry.”
We may even be excused for thinking that access to knowledge of nature is what the

essay is about, for it begins with the proclamation, “What we must know is nature” (1%

19 We might have expected Toson then to link Byron with disorder and centrifugal
forces, but he does not go into any great detail about Byron in this essay.

20 “Budo no ki no kage,” 2.
21 “Budo no ki no kage,” 3.

22 “Budo no ki no kage,” 3.
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X5 E 5 HDIEHARL Y : shiru bekarazaru mono wa shizen nari),?3 and it ends with

the rhetorical question, “For how long will the Meiji poetry circles be able to put up with

outdated nature [% H #A: kyu shizen]?”24 In between these bookends, Toson refers to

the familiar figure of the poet as an aeolian harp upon which nature plays its tune. 25

Yet the bulk of the essay is actually devoted to castigating what he sees as the
stale diction and meter of Japanese. That is, once Toson comes down from his abstract
perch to discuss what can be improved in contemporary poetry, he arrives at the need
not to attend to nature but to overhaul poetic language. Nevertheless, as William E.
Naff has pointed out, Toson’s own poetry did not depart very far from “a 7-5 meter and a
large measure of classical poetic diction even while doing some revolutionary things
with usage and with stance.” 26

This kind of “poetic” language is doubly outdated when it is used to represent the
spoken language of characters in Toson’s verse dramas of the time: for if realistic
depiction is the ideal, then the characters’ speech ought to sound like the speech of
ordinary people, who would not speak in meter. Though heavily influenced by

Wordsworth, Toson seems not to have been swayed by Wordsworth’s (somewhat

23 Shimazaki, “Inbun ni tsuite,” Taiyo (The sun), Dec. 1895; reprinted in Shimazaki
Toson zenshu (The complete works of Shimazaki Toson), vol. 1 (Tokyo: Shinchosha,

1950), 227.
24 “Inbun ni tsuite,” 232.

25 See also chapter two, which discusses Doi Bansui’s translation of, and debt to,
Shelley’s Defence of Poetry.

26 Naff, The Kiso Road: The Life and Times of Shimazaki Toson, ed. J. Thomas Rimer
(Honolulu: University of Hawai‘i Press, 2011), 153.
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disingenuous) statement in his 1800 preface to Lyrical Ballads: “1 propose to myself to
imitate, and, as far as possible, to adopt the very language of men.”2? For Toson, neither
“the very language of men” nor realistic dialogue is yet on the horizon. The same holds
true for poets in general, as poetry seems to play no part in the “unification of speech

and writing” (5 3(—3X: genbun itchi) movement, at least not in its 1890s state.28

On the other hand, Toson does share Wordsworth’s admiration for the “low and

rustic life.” Again, in Wordsworth’s preface to Lyrical Ballads, we read:

Low and rustic life was generally chosen [for poetic topics] because in that

situation the essential passions of the heart find a better soil in which they

can attain their maturity, are less under restraint, and speak a plainer and

more emphatic language; because in that situation our elementary feelings

exist in a state of greater simplicity and consequently may be more

accurately contemplated and more forcibly communicated; . . .and lastly,

because in that situation the passions of men are incorporated with the

beautiful and permanent forms of nature.29
Toson could very well have had this passage in mind when he was crafting the formula
in “The Shade of the Grape Plant” discussed above. Both he and Wordsworth seek the
harmony of human passions and nature: Wordsworth’s “simplicity” of “feelings” echoes

in Toson’s “purity” of “passions.” And Toson sought the “low and rustic life” when he

went to Sendai, where he wrote most or all of the poems in Seedlings, and to Komoro,

27 William Wordsworth, “Preface” to Lyrical Ballads, in Anne K. Mellor and Richard E.
Matlak, British Literature 1780-1830 (Fort Worth: Harcourt Brace & Co., 1996), 576.

28 Compare Wordsworth’s statement on language in his 1802 “What is a Poet?” addition
to the preface to Lyrical Ballads: “Unless therefore we are advocates for that admiration
which depends upon ignorance, and that pleasure which arises from hearing what we do
not understand, the Poet must descend from this supposed height, and, in order to
excite rational sympathy, he must express himself as other men express themselves.”
Wordsworth, in Mellor and Matlak, 579.

29 Wordsworth, in Mellor and Matlak, 574-75.
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where he wrote later poems and Chikuma River Sketches (T-#i)I|D 277 v F:

Chikumagawa no suketchi, 1912). Indeed, many treatments of Shimazaki Toson’s poetry
make much of the fact that he wrote most of the poems of Seedlings while he was living
in Sendai.3° But did the location affect his compositions? Did the remoteness from
Tokyo hone his concentration? Sendai was neither metropolis nor native place for
Toson. Was it then a site that prompted Toson to write poems of travel?

Of course, in traveling to Sendai, Toson was also tracing the footsteps of earlier

peripatetic poets, notably Saigyo (Pi1T, 1118-90) and Matsuo Basho ({AFEEL#E,

1644-1694). Kawabata Toshifusa sees Toson’s journey to Sendai as a poetic pilgrimage
in the footsteps of Saigyo and Basho, in the same way that Toson’s 1893 voyage to
Kansai was that of a wandering truth-seeker hoping for guidance from earlier poets. As
Kawabata writes, “His yearning for the ancients was a desire to connect with the spirit of

predecessors who had lived on the road [ (242 & 7: tabi ni ikita], and we might say the
journey that he was impelled to follow stemmed from his truth-seeking character [=Ki&
[P gudoteki seikaku] as one who aimed at the life a pilgrim [AZED&KHL#ZHZ HiE L
7z jinsei no junreisha wo mezashita].”3* This may be so, but Toson does not follow

Basho by frequently, and explicitly, alluding to the importance to literary history of the

30 See, for example, Fuji Kazuya’s Shimazaki Toson no Sendai jidai: “Wakanashii” o
megutte (Shimazaki Toson’s time in Sendai: A look at “Seedlings”) (Sendai: Man’yodo,
1977); and Shimazaki Toson “Wakanashui” no sekai (The world of Shimazaki Toson’s
“Seedlings”) (Sendai: Man’yodo, 1981).

31 Kawabata Toshifusa, Shimazaki Toson no ningenkan (Shimazaki Toson’s view of
humanity) (Tokyo: Shin Nihon shuppansha, 2006), 42.
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places he visits. Instead, he submerges his poetic debts in subtlety. In other words, the
poetic travels undertaken in Seedlings evince not a truth-seeking character so much as a
synthesis of secondary nature.

Nevertheless, Kawabata is right to attach great importance to travel in Toson’s
poems and prose. He follows Seki Ryoichi in writing that Toson’s travel poems are
representative of his poetry as a whole. To support this assessment, he furnishes such

examples as “Pillow of Grass” from Seedlings, “A Spring Evening’s Parting” (4 @ ]
#ft: Banshun no betsurt) from Summer Grass (32 ¥i: Natsukusa, 1898), and, from Fallen
Plum Blossoms (7%1f#4£: Rakubaishii, 1901), “Beside the Old Castle at Komoro” (/N i 7%
5 kD 12 & D : Komoro naru kojo no hotori), “Song of Travel on the Chikuma

River” (F-#hi)11k1& D #k: Chikumagawa ryojo no uta), and “Fruit of the Coconut” (fff+-
D%: Yashi no mi).32 Nor was Sendai central to his outlook and nature-sketching in the

way that Komoro would be for his later Chikuma River Sketches. Komoro had the
advantage of being in the same region as Toson’s hometown of Magome, which made it
resonate more as a “native place.” Toson also spent six years there, from 1899 to 1905,
as opposed to less than a year in Sendai. Stephen Dodd writes that “the emergence of

furusato [#%#: native place] literature as a means to articulate the perceived

shortcomings of city life turned out to be at least as important in [affecting] the direction

32 Seki Ryoichi, Kosho to shiron: Shimazaki Toson (Historical investigation and essay:
Shimazaki Toson) (Tokyo: Kyoiku shuppan senta, 1984), 403.
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of [Toson’s] work.”33 The blooming ideal of the furusato may have affected Toson’s
writing, but we have already seen how Wordsworth’s appeal to “rustic life” could have
inspired Toson’s own poetic journeys to remote places; and it seems more likely that the
furusato ideal did not affect Toson’s early poetry. A further confusing factor in the
reception of Toson’s work is that although Chikuma River Sketches was not published
until 1912, its genesis goes back to experiences in Komoro as early as 1899 or 1900.34
The scenery of Mt. Asama and the Chikuma River not only inspired some of the poems
from Toson’s fourth poetry collection, Fallen Plum Blossoms; but around the same time,
as Seki argues, Toson began to incorporate “objective descriptions of nature as it really
was” in the manner of Western painting and realism.35

These later works helped confer on Toson a reputation for straightforward
descriptions of nature, and in turn harmonized with judgments of his naturalist novels,

beginning with Broken Commandment (178: Hakai), which was published in 1906.

But that does not mean that anyone has claimed that Toson’s poetry partook in the
“realistic” sketching techniques he later adopted. Dodd, for one, does acknowledge that

b 13

Toson’s “shift to prose was not instantaneous but part of a lengthy process during which
prose and poetic elements continued to inform each other. The narrative elements

detectable in [Seedlings] became increasingly noticeable in his other three volumes of

33 Stephen Dodd, Writing Home: Representations of the Native Place in Modern
Japanese Literature (Cambridge: Harvard University Press, 2004), 81.

34 See Shimazaki Toson, Toson shishiu (Toson poetry collection), vol. 15 of Nihon kindai
bungaku taikei (Compilation of modern Japanese literature), ed. Yamamura Shizuka,
Seki Ryoichi, and Kenmochi Takehiko (Tokyo: Kadokawa shoten, 1971), 657.

35 Seki, 427.
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poetry.”3¢ In fact, however, Toson experimented with narrative techniques in his poetry
even in his earliest works. Poems such as “Rambling Through the Deep Woods” trouble
our dichotomous classifications of realistic and fantastic by incorporating strains of

both. This is, in fact, part of their stirring power.

The 1904 Preface to Toson’s Collected Poems

It is common to point to Toson’s introduction to the first printing of Toson’s
Collected Poems of 1904 as a milestone in giving the movement(s) to modernize poetry
their boldest articulation in romantic, exhortatory terms. But the preface was written
seven years after Seedlings first appeared. As with Doi Bansui’s preface to Nature Has

Feelings CKHA {#: Tenchi ujo, 1899), Toson’s poetic preface was written after most or

all of the individual poems had been published, read, and commented on. In the case of
Bansui’s preface, though, the fact that it appeared in the first edition of his first poetry
collection gives the reader a stronger sense of the unity of purpose the preface might
share with the poems. To complicate matters of Toson’s purpose in writing the preface
in 1904, as Fuji Kazuya has pointed out, Toson had already completed his shift from
writing poetry to writing novels. Fuji also speculates that if Ueda Bin’s Sound of the

Tide (1% : Kaichoon, 1905) had been published before Toson’s Collected Poems, the

state of Japanese poetry that Toson’s preface described would have been much

36 Dodd, 90.
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different.3” Even Toson’s own output is misrepresented by the four “poetry” collections
published between 1897 and 1901, which increasingly mix in prose elements. These
collections’ canonization of only certain works erases the trace of the early experiments,
and the subsequent excising of prose from Toson’s Collected Poems in 1904 further
distills Toson’s output of its various elements.

What purpose, then, does Toson’s belated preface serve? Many readers will have
been presumed to be familiar with the poetry already. The preface therefore tells them
less how to read what is fresh and unfamiliar, and more how to judge a historical
moment in retrospect. That historical moment, according to Toson, seems to be a
resurrection of a golden age. The preface begins by reflecting on that moment:

Finally, the time of a new poetry had come.

It was like a beautiful dawn. Some cried out like the ancient
prophets, and some called out like poets of the West, but all of them
seemed drunk on brilliance and new voices and fantasy.

Their childlike imagination awoke from its long sleep and adorned
the words of the people.

Legends were resurrected. Nature wrapped itself in new colors
once more.

Towards the end of the preface, Toson emphasizes the importance of newness:

I, too, forgot how worthless I was and harmonized with the voices of
the new poets.

Toson’s preface also regurgitates Wordsworth’s well-known statement that poetry
should express “emotion recollected in tranquillity.” Toson’s version of that goes as

follows: “Poetry is emotion [/&H): kando] recollected [ OVEL L 72 % : omoi-okoshitaru]

37 Fuji Kazuya, “Toson no shi ni okeru dentosei to kakushinsei” (Tradition and
revolution in Toson’s poetry), in Kindai shiso: bungaku no dento to kakushin (Modern
thought: tradition and revolution in literature), edited by Ito Kazuo (Meiji shoin, 1986),
363-364.
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in a quiet place [##72>72 % £ T A 12T shizuka naru tokoro ni te].” 38

Toson’s Poems Enter the Landscape

Oddly, the superiority of Seedlings may be indexed by its very lack of a
pretentious preface. Other collections of poetry typically displayed the grandiose
aspirations of the poets and their champions (sometimes compilers, sometimes literati
acting as cheerleaders) in prefaces—sometimes several for one collection, in fact. Toson
himself wrote misleading essays about both his own poems and contemporary poetry in
general, as we have seen.39 In 1897, however, the closest thing to a preface to the
collection was a short, untitled epigraphic poem Toson wrote entirely in hiragana. The
phonetic syllabary forces readers to slow down and subvocalize when reading, to attend
to the rhythms and homophones. Suga Hidemi notes that Toson’s heavy use of

hiragana in poems such as “The Sound of the Tide” (¥ : Choon) “forces readers to

38 Wordsworth himself issued his formulation on tranquil recollection (along with the
equally famous but contradictory ideal of poetry as “the spontaneous overflow of
powerful feelings”) in a preface to the second edition of Lyrical Ballads, published in
1800. He then lengthened that preface for the 1802 edition. In this way, Wordsworth,
too, went to considerable lengths to justify and frame the reception of his poems after
they had already been published. Perhaps he should have written instead, “A poetic
preface takes its origin from emotion reflected in tranquillity,” or, “To read a poem is to
recollect emotions in tranquillity.” On Wordsworth’s different versions of his preface,
see Anne K. Mellor and Richard E. Matlak, British Literature 1780-1830 (New York:
Harcourt Brace, 1996), 573-581.

39 Nor was Toson the only writer to do so. As discussed in the introductory chapter,
poets like Wordsworth and Baudelaire used the opportunity of reprintings of their
poetry collections to stake retroactive and sometimes dubious claims.
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concentrate on the form of the language.”4° All but one of the poems in this collection

use 7-5 meter; “Mirage” (%7 7K: Nigemizu) uses 8-6 meter in what commentators call a

deliberate parody of the meter adopted in translating Christian hymns.4!
The exclusive use of hiragana in the epigraph may have signaled a more
feminine, more folksy affect in the group of poems, as well. Indeed, Seedlings is famous

for its love poetry, especially “Six Maidens” (/N A DALZL: Rokunin no otome), a series of

poems about young women who threw off the chains of sexual repression. These poems,

along with lyrics such as “First Love” (#])7%: Hatsukot), have become synonymous for

many readers with Toson’s achievement in Seedlings. The “Six Maidens” were so
popular among the poems of Seedlings that they were moved up to the front of Toson’s
Collected Poems of 1904.

But that is not to say that Toson was as confidently direct about proclaiming
sexual freedom as Yosano Akiko was to be (see chapter 3). Throughout his long literary
career, even as it shifted from verse drama to lyric poetry, and then to naturalist fiction,
Toson’s work rehearses conflicts over sexual mores and the metaphysical sources of
morality. Saburo Sat6 claims,

One conspicuous motif threading through all phases of Toson’s evolution
is the emotional and at the same time metaphysical anguish arising from

40 Suga Hidemi, Nihon kindai bungaku no tanjo: Genbun itchi undo to nashonarizumu
(The birth of modern Japanese literature: The movement to unify speech and writing
and nationalism) (Tokyo: Ota shuppan, 1995), 241.

41 Sasabuchi Tomoichi argues that the hymn-like meter in that poem is both “heretical”
and a way of “elevating feelings of love to the level of religious feeling.” Sasabuchi,
“Bungakkai” to sono jidai (“Literary world” and its age), vol. 2 (Tokyo: Meiji shoin,
1960), 994.
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an ambivalent view of sex, or a traumatic conflict between the yearning for
love, a newly redefined concept, and the guilt over lust that plagued the
Meiji youth. 42

As Sato notes, in Toson’s early verse drama “Summer Grass” (X 5.: Natsukusa, 1892),

“Venus is a goddess, but her heart sways to the earthly senses, while Adonis the man
transcends them to ride the heavenly current.”43 Against this nod to piety, Sato
describes Toson’s identification with the lusty stallion in his later work, “Yosaku’s

Horse” (5-1ED F: Yosaku no uma, 1895), as “his apotheosis of romanticism, which had

just taught the Japanese intellectuals why and how the modern individual should

liberate his body and soul from the long-imposed yokes of feudal ethics and mores.” 44

42 Sato finds the first literary traces of this ambivalence in Toson’s 1892 adaptation of
Shakespeare’s Venus and Adonis, whose Japanese title was “Summer

Grass” (Natsukusa). In his foreword, Toson stresses the superiority of spiritual love
over carnal desire. In Toson’s estimation, Venus is a goddess with earthly desires, while
Adonis represents a mortal with transcendent emotions. Where Shakespeare’s work
reveals Venus’s love for Adonis but shows nothing of Adonis’s love for anything but the
hunt, Toson’s adaptation exalts Adonis as an idealist who seeks a loftier love. Saburo
Sato, “Venus and Adonis’ in Shimazaki Toson’s Literary Evolution,” Comparative
Literature Studies 28:3, East-West Issue (1991), 284.

43 Quoted in and translated by Sato, 285. Shakespeare himself had, of course, adapted
Venus and Adonis from Book X of Ovid’s Metamorphoses. But Toson probably would
not have had access to it, either in the Latin (which he could not read) or in English
translation.

44 Sato, 288. Our account here does not even come close to addressing the scandalous
mixture of love and carnal desire that overcame the widower Toson after his twenty-
year-old niece Komako went to live with him in 1912. Having become pregnant,
Komako then put the child up for adoption; Toson himself fled to France for three years
to escape the scandal, but later he published the autobiographical novel New Life (¥14::

Shinsei, 1919) about the affair. See Takasaka Kaoru, Shimazaki Toson no sekai: Ai to
kokuhaku no kiseki (Shimazaki Toson’s world: The tracks of love and confession)
(Osaka: Izumi shoin, 1987), 149-153; also William E. Naff, The Kiso Road: The Life and
Times of Shimazaki Toson (Honolulu: University of Hawai‘i Press, 2011), 336-338,
621-23.
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These two extreme inclinations seem hardly to qualify as the “pure passion” and
“brilliant insight” that Toson exalted in “The Shade of the Grape Plant.” Should his
poems (or plays) about love be held to standards of insight that are different from his
nature poems? Perhaps, but the “metaphysical anguish arising from an ambivalent view
of sex,” in Sato’s words, and the conflict between love and lust can be channelled into,
can inform what on the surface appear to be simply nature poems. The use of elaborate
conceits, to say nothing of escapist fantasies, is hardly unusual. Wada Shigejiro writes,
“The Toson who could not freely carry love to fruition in real life sought a self that was
free to love through his poetry.”45 That may be partly true, but he also sought a self, or
at least portrayed a self, that was free to do other things, even to dissolve or metabolize
that self, in nature.

In other words, Toson sought the refuge of both poetry and prose as domains in
which he could attend to moral ambiguity and ambivalence, as open-ended explorations
whose very processes allowed the setting aside of self (in “Song of the Autumn Wind”),
the reaffirmation of a purified self (in “Pillow of Grass™), or the dissolving of self (in
“Rambling Through the Deep Woods”).

These poetic descriptions of nature are a way to metabolize the poetic speaker’s—
and perhaps the reader’s—misgivings and purify himself, to metabolize himself in

nature. He momentarily becomes part of the landscape. This transformation through

45 Wada also contrasts this use of poetry with Toson’s autobiographical novel Spring
(%&: Haru, 1908), which narrates Toson’s real-life frustrations around the time of his

friendship with Kitamura Tokoku and his early poetry. Wada Shigejiro, Kindai
bungaku no chishikijinzo (Portraits of the intellectuals of modern literature) (Kyoto:
Mineruva shobo, 1985), 70.
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the poetic speaker’s intersubjectivity with nature resituates an emotional insecurity that
may stem from unstated social or sexual guilt, or perhaps existential angst. In any case,
it is not necessary for Toson’s speaker (or Toson himself) to make an outright confession

or address the direct causes of his melancholy.

Toson: Naive or Sentimental?

In “On Naive and Sentimental Poetry,” Friedrich Schiller (1759-1805) categorizes
two kinds of “longing for nature”: there is the longing for its happiness, and the longing
for its completeness. The “sensual” individual longs for, and mourns the loss of, the
happiness to be found in nature. The “moral” individual mourns the loss of nature’s
“completeness.” 46

But if you can take consolation in the loss of natural happiness, then let its

completeness serve as the model for your heart. . . .[T]ake nature up into

yourself and strive to wed its unlimited advantages to your own endless
prerogatives, and from the marriage of both strive to give birth to

something divine. Let nature surround you like a lovely idyll, in which

again and again you find the way back to yourself from the aberrations of

art and gather the courage and new confidence about the course of life, so

that the flame of the ideal, so easily extinguished in life’s storms, is

rekindled in your heart.4”

If we depend on the poet’s role in discovering the idyllic in nature, and in passing it on

to the moral reader, we also depend on the premise that the poet has some sort of

privileged access to nature. Indeed, that putative privileged access is often invoked as

46 Friedrich Schiller, “On Naive and Sentimental Poetry,” translated by Daniel O.
Dahlstrom, in Schiller, Essays, edited by Walter Hinderer and Daniel O. Dahlstrom
(New York: Continuum, 1993), 192.

47 Schiller, “On Naive and Sentimental Poetry,” 193. Emphasis in original.
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the definition of a poet.4® But we should note here that in Japan the tradition of
rhetorically elevating poets’ sensibilities follows a different path: instead of having
privileged access to nature, skilled poets were those who adeptly fitted the secondary
nature into sophisticated, culturally sensitive metaphors.

But privileged access is also a reminder of an original separation or
estrangement, as Schiller’s essay demonstrates. M. H. Abrams writes of this, Schiller’s
“second major and immensely influential essay on aesthetics”:

Schiller’s emphasis is on the primary split in the mind’s unity with itself

which converts unself-consciousness into self-consciousness—the

awareness of the self as a subject distinct from the object it perceives, and

the intervention of reflection and choice between instinct and

action. . . .The sentimental, or characteristically modern, poet. . .is self-

divided because self-conscious, and so composes in an awareness of

multiple alternatives, and characteristically represents not the object in

itself, but the object in the subject. 49

The “completeness” Schiller describes may be similar to what eco-critic Karl
Kroeber means when he writes that William Wordsworth found “plenitude” in Grasmere
Vale. “This plenitude,” he claims, “is a function—paradoxically—of the Vale’s
limitedness. By dwelling within its ‘self-sufficing’ wholeness the poet discovers total

integration of psychic and physical being.”5° Kroeber continues:

To evoke in us a sense of the nurturing ecosystemic wholeness, the poet
must continuously present overlapping or superimposed relationships and

48 For a more thorough treatment of such defenses of poets in the Japanese context, see
my discussion of Bansui’s translations from Shelley’s Defence of Poetry and Emerson’s
“The Poet” in chapter two.

49 M. H. Abrams, The Mirror and the Lamp: Romantic Theory and the Critical
Tradition (New York: Oxford University Press, 1953), 213-14.

50 Karl Kroeber, Ecological Literary Criticism: Romantic Imagining and the Biology of
Mind (New York: Columbia University Press, 1994), 54.
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patterns of relationship. The superimpositions are especially necessary

because any ecosystem’s wholeness is temporal as well as spatial. An

ecosystem is a constantly self-transforming continuity. 5

Kroeber shows us the intersection of an “ecological” critical perspective with
“Romantic” thinking and literature. For Kroeber, there are

profound implications, cultural as well as ideological, of this

Wordsworthian simplicity without simplification. . . .Romantic

individuality is a singleness incompatible with isolation. Essential to this

perspective is the recognition of each specific element of the whole, not as

equal to every other but as equally necessary in its special fashion to the

integrity of the entire system.5>
Yet when we follow Toson’s poetic speaker’s search for happiness or completeness in the
enfolding arms of nature, are we not seeking what Terry Giffords calls the “pejorative”
sense of the “pastoral”? The pejorative sense of the pastoral, in Giffords’s usage, is the
idealization of an unproblematic, “comfortably complacent” vision of a natural antidote
to urban society.53 Perhaps to some degree. In “Rambling Through the Deep Woods,”
the narrator moves tranquilly—or we might simply say objectively—through space, with
no emotions to speak of; his emotional reactions are deferred. Once we have entered
spring at the beginning of the poem, all signs of time’s passing, such as moving clouds

and running water, are stable and unending. Even the traveler’s physical interactions

with his surroundings are told impassively:

Each step tramples an orchid flower, H W OIXF DA% B
Wild plum petals land on my sleeves, W X5 AR I 1 D
And mountain ivy wraps around my hems; BT E & SIED

51 Kroeber, 54-55.
52 Kroeber, 56.

53 Terry Giffords, Pastoral (New York: Routledge, 1999), 2.
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Turning over an ivy leaf, I find HD I RPN LTIE

In the shade of a fern a mountain strawberry TWHDOEDREF VWL T
Has dropped its colorful fruit; EEEIZHEITTN

Only at the end of the poem, as we move from atemporal description to the progress of a
sunset, do we become aware again of the passage—the tranquil passage—of time,
through the changing colors on an otherwise stable scene. While the “deep woods”
might thus bestow “plenitude” and “self-sufficing wholeness,” the fraught seascape in
“Pillow of Grass” withholds the emotional tranquillity and completeness the speaker has
come to seek out. The happiness he finds at the end of the poem comes not from
tranquillity, not from completeness, but from the exuberant promise of nature’s spring
renovation, and his own metaphorical renovation.

But in Toson’s “Pillow of Grass,” even though the speaker eventually finds the
antidote, we might instead note echoes of what Giffords sees in Coleridge as a
“preoccupation with the darker presences of his mind, knowing that they had their
reality in external nature, [which] prevented him from being a pastoralist in the
pejorative sense.”54 But if Coleridge manages to avoid the pejoratively complacent
vision of pastoral, he instead falls into the trap of locating those “darker presences of his
mind” in “external nature,” that is, of reifying “nature” as something closer to “untamed

wilderness,” when he should have located nature in his mind. Toson’s traveler finds no

pastoral, pejorative or otherwise, in the scene:

As the white waves that wash over the reeds EEZVESAED
Stream and jet from among the rocks, N RANE i R R

54 Giffords, 71-72.
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My thoughts spill over this pillow of grass; BOdx D TH

How many pillows have there now been? FL6DDTDE LD
How sorrowful is the plight of a man, DLV ANDED
Desperately seeking abiding comfort, nERhIDEINREN
Cutting through the pathless woods, B ERITTITADT

Seeking a path that is not there. RERZIBEEDLEUOA

We return, then, to the question posed above: if Toson’s poetic speakers seem to
recognize that “external nature” is a construct, as they address it as “secondary nature”
through explicit intertexts and conventional allusions (such as the eponymous pillow of

grass), then are they seeking its completeness naively or its happiness sentimentally?

“Song of the Autumn Wind”: An Ode to Entropy

It was the publication of “Song of the Autumn Wind” that put Toson on the map
as a poet when the poem was published in November 1896.55 It is impossible for
scholars not to compare this poem with Shelley’s “Ode to the West Wind,” and it is
unfortunate that such a comparison can only show Toson’s poem in a dim light. 56

Indeed, when undertaken from the perspective that Shelley’s poem is the original and a

55 So says Donald Keene, Dawn to the West: Japanese Literature of the Modern Era:
Poetry, Drama, Criticism, vol. 4 of A History of Japanese Literature (New York:
Columbia University Press, 1999), 205.

56 T have not seen any scholars compare this ode to John Keats’s ode “To Autumn” or to
Shelley’s “Ozymandias,” though. The former, with its cascade of autumn’s riches, strikes
a completely different tone from Toson’s; the latter, though not a seasonal poem,
stresses the erosive effects of time on human artifacts. On Keats’s influence on Toson,
Ito Kazuo writes that Toson was struck by the former’s emphasis on the contrast
between the brevity of life and the endurance of art, while also moved by his tendency to
connect sensual passions with deeper spiritual states. Ito, Shimazaki Toson jiten
(Shimazaki Toson dictionary) (Tokyo: Meiji shoin, 1972), 96.
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masterpiece, of course Toson’s poem fails to the extent that it deviates from Shelley’s
vision. Donald Keene points out the superiority of Shelley’s opening apostrophe to the
West Wind:57

O WILD West Wind, thou breath of Autumn’s being—

Thou from whose unseen presence the leaves dead

Are driven, like ghosts from an enchanter fleeing,

Yellow, and black, and pale, and hectic red,

Pestilence-stricken multitudes!

Toson’s “Song of the Autumn Wind” opens more humbly with this tanka and first

quatrain:

Unrelieved loneliness in my mountain home, I UL IldWwo L bbb dliHic
tousling the pampas grass the autumn wind blows FEAEA 7230 TH D Z 5 <

Silently the autumn wind comes LoD E 7 2 KED
Rising from the western sea; PEOME L D IREH D
Dancing, lifting, romping white clouds fly, BOEILIHED
Their course is clear to see. R TITLIAND WD 2007

The humans who populate the poem retreat and are absorbed into the
landscape.5® Even the high priests are no more than autumn leaves, reversing the simile
of Shelley’s ode, and depersonifying the humans instead of personifying the leaves:

As the Brahmans who teach the Way B2 155 5 EREM O

57 Keene writes that Toson’s poem “by no means matches Shelley’s in scale, richness of
imagination, or intensity, but it is nevertheless of great importance to modern Japanese
literature, both historically and intrinsically.” Keene, 205-206.

58 This observation is similar to Karatani’s characterization of Kunikida Doppo’s ([E[AH

J##, 1871-1908) nearly contemporary novel Unforgettable People (S4LZ AN %

Wasureenu hitobito, 1898): “the man on Doppo’s island is not so much a ‘person’ as a
‘landscape’; and Karatani quotes the narrator who remembers “these people standing
in the midst of scenes in which I discovered them.” Karatani, 24.
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Scatter to the east and west,
Wafted on the autumn wind

The leaves in the trees flutter away.

Where Shelley allows the wind to “Drive my dead thoughts over the universe, / Like
wither’d leaves to quicken a new birth,” Toson’s poem finds not rebirth but futility in the
transience of human lives. His attitude towards autumn as a wistful sign of
impermanence is a well-worn topos in Japanese poetry. Thus, while Shelley’s speaker
hears a prophecy of rebirth in the wind and is able to ask, “If Winter comes, can Spring

be far behind?” Toson’s speaker sees a significance beyond seasonal cycles.

Though men may wave their swords about,
Their waving must come to an end;
And tongues that curse the present age

Have voices that are soon snuffed out.

High and fierce, O autumn wind,
You confound the breath of hills and fields;
Until you wither and dry the world out,

There shall be no end to your blowing.

How lonesome is the autumn sun
Within the bowl of heaven and earth;
Who knows where the wind is headed,
Flying with the fallen leaves?
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Where Shelley’s ode reminds the reader here of seasonal cycles and their comforting
analogical power, Toson sounds more like the Shelley of “Ozymandias,” in which, apart

from the statue’s legs and inscription, “Nothing beside remains. Round the decay / Of
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that colossal wreck, boundless and bare / The lone and level sands stretch far away.”59
Is Toson merely combining the two Shelley poems into one, then? Shelley’s “king of
kings” is forgotten because of the inevitable downfall of his dynasty; the irony of
Ozymandias’s inscription is arguably the primary greatness of Shelley’s poem. Toson’s
speaker, on the other hand, ascribes agency to the entropic powers of the autumn wind,
described variously as “silent,” “chill,” “clever,” and “high and fierce.” Nature, embodied
in the autumn wind, has become an animated figure, and the humans are absorbed into
it. The allusions and personifications that populate the poem and culturally anchor the
poem provide no camaraderie to the speaker, °© though they surely engage readers. The
same attitude towards the bleak workings of nature comes back in “Pillow of Grass,”
though in that case the buffeting of the subject by wind, sun, and hail bring him “joy”

when he is “rattled and feverish.”

“Pillow of Grass”: Metonymic Metabolism of Figure and Landscape

“Pillow of Grass” was first published in the February 1897 issue of Literary
World. 1t is a poem about a solitary traveler who overcomes his sorrow and loneliness
by finding restored hope in the first signs of spring to arrive in a forlorn landscape. The
titular pillow of grass is a conventional poetic way to describe a traveler’s lot. The
poem’s thirty quatrains then go on to repeat certain terms and images frequently, the

first and most obvious being the theme of the lonely seashore. Seki argues that the

59 Lines 12-14.

60 Compare Doi Bansui’s poems in chapter two, in which the mediation of other texts
provides solace.
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nature imagery in “Pillow of Grass,” as in his other poems, is not really the concrete

flora, fauna, and landscape of the northeast, but just a “general nature” (5 /A —fi%:

shizen ippan). The late arrival of spring there is not a description of reality, according to
Seki, but rather a way of symbolizing Toson’s recovery of his own inner youth. The
poem is a poem about ideas, and nature provides metaphors for the human condition. 6
Seki acknowledges Toson’s innovative use of desolate sand and seashore, but he notes
that these are layered on more traditional images of warblers, snow, and the scent of
plum blossoms, all prominent in the Kokinshii. 52

What makes Toson’s use of conventional imagery innovative in this poem,
however, is the metonymic progression that pulls readers along from one image to the
next. The most fundamental metonymy, which underwrites the entire poem, is that of
the journey and the sojourner. The melancholy speaker yearns to find a path—and
himself—in a forlorn landscape. As the respective associations of figure and landscape
then ramify in their respective directions, the metonymic associations between them
attenuate and come to be metaphors. But it is the metonymy more than the metaphor,
the cascading imagery more than the transformation of images, that both holds the
poem together structurally (for it is not otherwise very unified) and makes it emotionally
effective. For the poetic speaker does not himself move through the space. We might
even say the metonymy, like a stream of consciousness, makes the poem seem more

authentic, or at least more insightful.

61 Seki Ryoichi, Kosho to shiron: Shimazaki Toson (Historical investigation and essay:
Shimazaki Toson) (Kyoiku shuppan senta, 1984), 420-421.

62 Seki, 421. Seki gives some credit to Kitamura Tokoku’s poetry, as well.
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Beginning with the declaration that he is alien to his surroundings (specifically,

the waves of emotion:

The waves at dusk are dark, and the plover cries;
And though I am not a plover,
If I flapped the wings of my heart

I might fly that lonely way.

The entirety of this young heart, forlorn,
Given to inconsolable lament,
Frozen into ice inside my breast,

Has melted and turned to tears.

As the white waves that wash over the reeds
Stream and jet from among the rocks,
My thoughts spill over this pillow of grass;

How many pillows have there now been?

How sorrowful is the plight of a man
Desperately seeking abiding comfort,
Cutting through the pathless woods,

that he is not a plover, but by extension, not at home on a barren seashore), the speaker
proceeds to weave the natural phenomena around him into metaphors of his interior

struggles. The clunky contrastive analogy of the traveler to a plover soon gives way to
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The implied rhythm of the waves is echoed by the flapping wings of the speaker’s heart.
The waves also alternate with tears, both of which spill onto his pillow. The continued
deferral of one image to the next is enhanced by the liquid nature of those images,
emphasizing a capacity to overflow. Yet immediately the metonymy moves on—

evaporates the water—and associates the traveler’s pillow of grass with the backwoods.
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Seeking a path that is not there. RERZIHEEZDLEUOA

How full of worry am I, too; bid Z0HP ) NOD»P
In the backwoods, hills, or valley shadows, BpRIC Iz A&

At dawn or dusk, no good in looking, HEEX LR EFYD

For the light is gone and autumn over. b 7 THENA

In contrast to the unemotional description of scenery in “Rambling Through the
Deep Woods,” the speaker in “Pillow of Grass” actively seeks a path in the transcendent

landscape, and thus a transcendent purpose:

With no path now for me to follow, B 25D UL
Longing for the pathless fields, U QUESTERAS-2 g 0}
Distracted by cares, I have come wandering BOENTAEDL D

To the Miyagi Plains of the north country. EIRETICETHRO E N
Miyagi Plains, my heart’s shelter! D DIE D= EY K

When I am rattled and feverish, GLIUCEVE B I

The sun’s weak rays, the withered grasses, Hi b # < BT

Even the wild fields have brought me joy. iz Az )L it
Alone my melancholy ears DEDIALEEHIT
Hear a lute when the north wind blows; W< ALl 2 25 L X

In depths of sadness my eyes AAFEEEHITIE

See flowers in the colorless rocks. LI ALMLEHE

Ah, this pang of loneliness H > IR D ANE %=

Felt by a man of profound taste; ORI A AN 6T

To whom might I relate the scene DT AKLDHD

Of the bleak field this winter’s day? PCOHDOUYLEHDITL E

He is alone in his transcendence, wondering to whom he can relate the scene, as if

famous poetic predecessors like Saigyo and Basho had not been there before him. The
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paradox here is that traveling poets had long relied on the unproblematic consumption
of their works, secondary though they may have been. We begin to sense the breakdown
of the ability of the “man of profound taste” to relate his experience. But it is not
because his descriptions of nature fail; rather, it is because the feelings that brought him
here in the first place overflow in unexpected ways upon his arrival. The weak rays of
the sun and the withered grasses can bring him joy. In his ears, the wind sounds like a
lute; through his tears, flowers seem to sprout from the rocks. The effect is markedly
different from the experience of the traveler in the unknown, pathless woods of
“Rambling Through the Deep Woods,” for whom “Each step tramples an orchid flower, /
Wild plum petals land on my sleeves, / And mountain ivy wraps around my hems.”¢3
The traveler in “Pillow of Grass,” however, underlines his loneliness by repeating that he

is treading where there is no path, and he only tramples the withered grasses:

Unable to bear the loneliness of the journey, I AL I IHEAD»RT
Treading a path where no path is there, LM LEOMED

On the frost on the withered grasses; Bl Z2E%Z SADITT
When I arrive, how cold the winter seas. ST L LD

And unlike the traveler in the deep woods, who will be bathed in the warm glow of
sunset, here the traveler watches “As the sun sets and the light dies / On this winter’s
day that freezes tears.”%4 Six stanzas later, as the next quoted passage shows, time has
passed and the traveler’s tears no longer freeze:

At sunset on the lonely rocky shore, FIZI AL ERED

03 & D IXBHDAC 2 B A W ISR EL D I & S D.

IRB B LDHD,/ b 7  TEMTITIZ.
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I lie in sand stained by the tide W% e LIMICIR L
And gaze towards where the sun goes down, HDOANB D72t s
But all that springs to view are my tears. HEL 2DDIITED A

Today’s readers of the above stanza may think of Ishikawa Takuboku’s unrelieved
seaside tears in so many tanka from A Handful of Sand (Ichiaku no suna, 1910).% But
unlike Takuboku’s crying soul, Toson’s speaker does indeed find his heart’s shelter on
the bleak seashore. He finds solace in a bush warbler’s song, an utterly conventional
sign that spring has arrived. The bird seems to cause a cascade of spring and to release a

wave of enthusiasm:

To my lonely ears, accustomed HHEK D H

To the faraway sound of the surging sea, EnTIALZEHIC
An indistinct call issues LD 2 > bDDHEIE
From a bird of the field, still so young. F729 b EWEDE
Oh, how rare that melody! BSOS LDL 6bRZE L
To what does it address its song? FOW L A%z Dhiud
Its green wings are still weak— FROPS 7255 F

Is it the first bush warbler of spring? ZNHHEDPED
Spring has come! Spring! It is spring! IS LELE
Though the white snow still piles high, FEAFOBENLE S

The seedlings sprout into green, LEDIHZTHE &

65 As one example, the very first poem:

On the white sand of a little island’s rocky B D /NS OBED AT
shore in the eastern sea,

drenched with tears, oY ARIA-RAY 4@

I toy with a crab Bzt s

(My translation follows Ishikawa’s own idiosyncratic lineation.) Ishikawa Takuboku,
Takuboku kashu (Takuboku tanka collection) (Tokyo: Iwanami shoten, 1993), 18.
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And my mood skims over the sand. 2> 22T Ubo ki

Spring has come! Spring! It is spring BEICUS LELE
Happily delivered on the winds; N LREUITIE S T

It seems that spring has really come— E756 L EREANED
The scent of plums perfumes the shore. Mg3 7 29 5 i DI

I climb a giant rock on the shore U =N :/30)

And from up high I look around; INIZDIED TP
In the dawn clouds spring has arrived, HLEROLARED

And far away the sound of the tide at daybreak. WOBERZTIES T

The poetic speaker has thus been called away from civilization by the plover, and
then called back to civilization by the bush warbler, a bird that, in conventional literary
depictions, would spend the off-season in the hills—the wild—and then visit the valleys
—society, or proximate to it—at the beginning of spring. His roundabout route has
metabolized his melancholy, allowing him to return to society and his fullness as a
human being. Throughout, the wilderness of nature reverberates with conventional
connotations, each metonymically connected to the others in an intertextual and
intersubjective web. These conventional connotations, these secondary natures, are the

intersubjective source of his rehabilitation.

“Rambling Through the Deep Woods”: Melting into Landscape
“Rambling Through the Deep Woods” is a hybrid. The form of the poem is

unique, with a narrating speaker entering the deep woods, interspersed with the

alternating chants of a mountain spirit and a tree spirit. First the narrator paints a

transcendental picture. Then that narrator heeds the invitation of the two spirit voices
83



and explores the forest. The narrator’s voice does not explicitly locate himself in the
woods until, near the end of the poem, he sighs, “Ah, here I am alone at sunset.”%% It is
clear that there must be some person there who sees, hears, steps, and experiences
solitude—human solitude, but not loneliness, surrounded as he is by sentient,
sympathetic nature—while rambling in the woods, but that person only reveals himself
slowly, both in terms of the language and in the action of the poem. The emotions of the
explorer, then, are also held in check during the painting of the landscape. At the
conclusion of the poem, we arrive at the wanderer’s emotional repose, which, like
everything he sees, is dyed by the sunset.

In the first of the four narrative passages, there is only detached description; the
presence of anything like a person is only hinted at through the personification of winter
as a hatchet-wielding carpenter and spring as painting leaves with a green brush. It

proceeds with a catalogue of evergreen trees, which the poet Kanbara Ariake ()5 5 B,
1875-1952) thinks could have come straight from Sei Shonagon’s (i&4*#1, born ca.
965) Pillow Book (Bt ¥-: Makura no soshi, ca. 1000).%7 Indeed, the names of the trees

—red camphor, cypress, cedar, five-needled pine, chinquapin, white evergreen oak,
chinaberry, and maple—are conspicuously similar. That they could populate a poem set

in the northeast as easily as they could a commentary written in the capital suggests an

6 H>WEHEEINONOLED.

67 Kanbara Ariake, “Kaisetsu” (Explanatory notes), in Toson zenshishii (Toson’s
complete poetry) (Tokyo: Shinchosha, 1951); cited in Mizumoto Seiichiro, Shimazaki
Toson kenkyui: Shi no sekai (Shimazaki Toson studies: The world of poetry) (Tokyo:
Kindai bungeisha, 2010), 155.
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idealized, not specific, landscape. Like Sei Shonagon, who almost certainly never set
foot in a forest and whose knowledge of trees was for their domestic uses and poetic
associations, Toson’s poetic traveler has not explicitly arrived in this forest at the end of

winter when the evergreens are at their most conspicuous:

When the echo of the carpenter’s
Life-stealing hatchet dies away,

And the chisel that carves up spring’s grasses
And flowers has ceased ringing,

Of the many-colored spring leaves

Not one green brushstroke remains;

The red camphor tree of a thousand branches
Is in its natural state,

The cypress is wild, the cedar straight,

The five-needled pine is black, and the chinquapin
Branches cross with the white evergreen oak,
The chinaberry stalks fan out,

And the gentle young maple

Has a flame on every twig.
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Between the first and second narrative passages of “Rambling Through the Deep

coming spring. The tree spirit then invites the narrator:

Tree Spirit
Cast aside
Those winter robes,
And attire yourself

In the mists of spring.

Drawn out by the song
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Of the bush warbler, RUIZWTT
Sing SPEIFPLIC
In the deep woods. ) Te~D L

Each of the two song-like exchanges that follow, as well, ends with the tree spirit’s
pressing the traveler on. It is worth noting that the rhythms of these spirit voices are

exaggerated by the line breaks, and by the almost exclusive use of hiragana to

transcribe their words.
Bury the old 55ZFBELIEE
Fallen leaves RIS EZE
In the shade HEOPITIZ
Of the soft green leaves. N X
Wake up from SQDYDHE %
Your winter’s dream IHWT >
And come E5DIEPLIC
To the spring forest. ERE (%NS
Now the sun’s rays WEODURND
And the spring mists, (3% D39 A
Now the clouds during blossom time WEIFETDHD
And the spring rains. $5DH 0
Ah, ah, spellbound bH>H>1EkD
By the flowers’ dew— DI
Sing of this SPEIFPLIC
In the deep woods. YT~ L

The narrator enters this landscape. As in many Japanese and Chinese poems, the
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omission of a grammatical subject leaves vague who the narrator could be.®® I have
translated that person as “I,” although I would have preferred a way to express the
action without shutting off possibilities. Unfortunately, the only way to do that would be
to introduce dangling participial clauses. In any case, the traveler is intruding on the

scene by trampling and inspecting its secrets close up.

Each step tramples an orchid flower, H WP & | XF DAL 7% I A
Wild plum petals land on my sleeves, W T IZE AR I D

And mountain ivy wraps around my hems; PIZE ESITED
Turning over an ivy leaf, I find HD) 6ERPALTIZ
In the shade of a fern a mountain strawberry THDEDREF VWL T
Has dropped its colorful fruit; tBREHIZELITN
Each corner of the hillscape ML x> > 24 b
Slopes gently into the distance, WERELDIATELEDNT
And through the deep woods of the valley SPEIEFPLDOBDH O
The scent of asters spreads; ALNTICIESSCIED F
In the valley flowers bloom, in the valley they scatter, B IC/EI ERITE D

And unknown to men they decay; AL o250
As I approach from the dark ravine I find FEHTHEEBRL D

The trees of the deep mountains open into a clearing, * > 05 \J 72 2 %EILIAKD

68 Compare, for example, Li Bai’s (5[, 701-62) famous quatrain “Sitting Alone on
Jingting Hill” (#2448 1L1: Du zuo Jingting shan):

A flock of birds flies high away, R R TR
A stray cloud goes off alone; IMES £
Gazing at each other, neither tires— & WA R
There is only Jingting Hill. HoAC L

Once the many birds and the one cloud have disappeared, only the solitary hill-sitter
implied in the title is left to exchange gazes with the hill. But then the poem ends by
erasing that sitting and gazing person, too—unless we translate X5 (zhi you) as “[I]

only have.”
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And spring shows forth in the tree branches. B3O > T O

Scraping past the dense leaf-tips LD TR ERETRD

Of overgrown wide-leaf bamboo grass, EREZ S DPEDITT
I come to the far edge of the valley to look; DD T ETHRAUL
Say, waterfall, where do you lead? W AT K ) I &

A brocade of white with a lonely voice FHIVLPHAD
Falls on the green rocks; B EEISmNE S

At least for the young monkeys, L EBDIDITTIC

The sound never lets up. SR AN Y A=

Curiosity leads the narrator on through pathless woods whose beauties do not
exist for the sake of humans. Instead, they seem to exist for the pleasure of the
disembodied mountain and tree spirits. Emotion plays no part in the narrator’s journey,
until, as we shall see, he physically comes to rest and allows the scene to encompass
him.

“Rambling Through the Deep Woods” thus begins with the kind of naming
function that goes back to Sei Shonagon, but we might say that by the end of the poem
Toson has traded in classical Japanese echoes for modern English shadows in his
description of the clouds. Specifically, we see why John Ruskin’s (1819-1900) famous
discussion of clouds in his Modern Painters is frequently cited as a significant influence
on Toson’s nature writing.®® While the impact may be more apparent in the prose
descriptions of the Chikuma River Sketches, it would be difficult to imagine that an
influence as deep as Ruskin’s had lain dormant during Toson’s poetry career. Takahashi
stresses this point, as well: “Although the influence of Modern Painters [on Toson] is

typically said to begin with ‘Clouds’ from Fallen Plum Blossoms, it can already be seen

69 See for example, Takahashi, 225-26.
88



in Seedlings, in which he adopts a realistic method [V 7 YV X & @D J5i%: riarizumu no

hoho] that undercuts the poetry, a forced clumsiness that imparts a sense of youthful

tension to Seedlings.”7° That realism, which Takahashi calls forced clumsiness, is also a

shift towards a focus on affect, and it accompanies the surfacing of the experiencing

subject in the final section of the poem. The traveler who has maintained a stance of

detached observation now is flooded with color:

I gaze at the clouds and count on my fingers
How many times they have changed colors;
White becomes yellow, and now I am unsure
In what color I would dip my brush;

Before long everything wears a pale brown tint,
And now the clouds have turned to crimson;
Ah, here I am alone at sunset,

The woods I track open up to me,

And in the sheer silence on the banks

Of the lake azaleas bloom;

As the drifting clouds pass I see their shadows,
While the spring sun sinks into the water

And dyes it a shade of crimson;

The clouds now are bathed in violet,

And the waterfowl’s shadows are red;

The lake in spring, the grass on the banks,
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70 Takahashi Masako, 225. Meanwhile, in 1896 Toson himself translated part of
Ruskin’s essay “Of Classical Landscape” from Modern Painters, vol. 3 (in The Complete
Works of John Ruskin, ed. Cook and Wedderburn [London, 1904], 5:221-247). See
“Oshii kodai no sansuiga o ronzu” (On European classical landscape painting), Tohoku
bungaku (Northeast literature), no. 19 (1896); reprinted in a “translated works” section
of Shimazaki Toson zenshu (Shimazaki Toson’s complete works), vol. 1 (Tokyo:
Shinchosha, 1950). Naff notes that Toson “gave special attention during his first
months at Sendai to Ruskin’s Modern Painters and English translations of Goethe

[1749-1832] and Heine [1797-1856]" (Naff, 155).
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The deep woods, and the azalea blossoms, REMPLIED > U

Even the solitary body of this lost man, ESOEDDHLBARIZIC
In deep purples and crimsons HREDILD
All are cast by the sunset. HIZHIDARYELN

Where “Pillow of Grass” ends with an energetic new dawn and a new season, both
literally and metaphorically, “Rambling Through the Deep Woods” ends in repose at

dusk. As Mizumoto Seiichiro says, the solitary traveler “melts into the scene” (% D)5t
¥ 2 &: sono kokei ni tokekomi).” Sasabuchi calls this poem an example of the
kind of “pantheistic vision of nature” (LR H 28#%1: hanshinronteki shizen-kan) that

Toson will display later in Fallen Plum Blossoms.7? The poetic speaker has succeeded, if
perhaps only temporarily, in following Schiller’s advice for the moral individual,
allowing nature to surround him “like a lovely idyll,” and rekindling the “flame of the
ideal.” He, with Schiller, seeks to undiscover landscape as landscape and to melt into it,
relinquishing his position in relation to it.

In that bath of evening sunlight, the poem ends more bountifully than if it had
retreated behind a narrative framework of recollection from afar. Compare the final
stanza of Wordsworth’s “I wandered lonely as a cloud,” in which the vision of daffodils
beside a bay is a source of emotional strength long after the poetic speaker has left the
scene:

For oft when on my couch I lie
In vacant or in pensive mood,

7t Mizumoto, 159-60.

72 Sasabuchi, “Bungakkai” to sono jidai (“Literary world” and its age), vol. 2 (Tokyo:
Meiji shoin, 1960), 1169.
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They flash upon that inward eye

Which is the bliss of solitude,

And then my heart with pleasure fills,

And dances with the Daffodils.73
Wordsworth’s poem stresses the poignancy and emotional sustenance of a nature that
the poetic speaker can keep with him anywhere. He has, in effect, surrounded himself
in his own vision of nature, satisfying himself with what Schiller would call nature’s
happiness, not its completeness. Or, to apply Kroeber’s more perspicacious description
of the poetic subject’s imaginative incorporation into the plenitude of a paradoxically
limited ecosystemic whole, Wordsworth’s poetic speaker is able to enjoy the iterative
bounties that conjure temporal and spatial wholeness even from his couch at home.
That limitedness is portable for Wordsworth’s poem, but the drawn out process of
“Rambling Through the Deep Woods” leaves us with the speaker in the woods at sunset.
The wholeness is more profound because it is open-ended.

To help see how distinctive “Rambling Through the Deep Woods” is, we can

contrast it with Masaoka Shiki’s (1867-1902) thematically and structurally similar

“Flood” (#t7K: Kozui), a relatively obscure shintaishi that was published five months
earlier in The Japanese People (H 4~ A\: Nihonjin). Shiki’s poem has a cast of three

kami—deities of a river, forest, and rain—who bewail the incursions of human industry
into their domains. The poem begins thus:

Where the cedars were deep and the water was clear, FZIEKIEE & 2 A,

Two kami met. ZADHIINTH O,
The thousand-year-old tree was half decayed, TIEDERIIF S,

73 Composed in 1804 and first published in Poems in Two Volumes, 1807.
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And above its roots where the steamy moss lay deep,

The kami of the woods sat himself down.

“I have not seen you in so very long.

How have you gotten along lately?

The body that lives in the mountains is too rough
For the world, even when one tries to open up to it.
Except for the sound of the train that passes by the
Foot of the mountain, and the castles visible far off,
I see or hear nothing of it.

Along the great river once again

You pass near the city,

And are you not full of joy?

Cheer me up in my idleness

With rare tales of the world.”

Leaning against a boulder

Where water gushed out,

The kami of the river smiled a bit

And wrung his hands, saying, “Nothing to tell.

In the city where so many folks live

There is nothing interesting going on.

The steamboats churn up the waves,

And soot lies upon the water’s surface.

If without thinking I should step where

A new stream has been built near the riverbank,
How terrifying that would be! For here, too,
Factories depend on the flow

To power their great big waterwheels,

And I would get caught in the middle of a whirlpool
And swallowed up inside it.

From time to time I play there,

But when I see the shadows of the chimneys
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And the shadows the steel bridges cast, AR ROR R -] T E
That awful feeling returns.” GFIOIRLAKS ) =TS K,

Shiki goes on to introduce the kami of the rain, and they discuss the encroachments of
human civilization into their realms. The poem suggests that the kami had once
overseen what Giffords calls the pejorative, “comfortably complacent” pastoral
harmony, but in its specific charges against chimney soot and waterwheel eddies, it also
reads as an early environmentalist protest against industry. It is, further, a protest
lodged from the point of view not of humans but of kami, and this limits its
environmentalism to an ecology that excludes humans. In Toson’s poem, however, the
poetic process of interacting with landscape undermines the binary separation of subject

and object, lending it a deeper ecological potential.

Postlude: Towards Chikuma River

The prevailing narrative is that Seedlings, which represented intoxication by love,
gave way to the more somber descriptive poems and prose of Fallen Plum Blossoms.74
These judgments only serve to reinforce the narrative of Toson’s broader and ineluctable
shift from love lyrics towards naturalist prose. Further, they contribute to a portrayal of
love poetry as the province of the young and lustful. Toson himself participated in this

revisionist history as he looked back on his poetry.

74 Takahashi Masako notes that the reputation of Seedlings is as a commentary on a
“world of light and dark,” in which “paeans to love are layered with the fear of the
sensual.” Takahashi, 218. Donald Keene, comparing the first and last collection, writes
that Fallen Plum Blossoms “represented a further step away from the lyricism that had
brought [Toson] fame only three years before,” and that certain lines of “Song of Travel
on the Chikuma River” strike a “note of acceptance, so foreign to the turbulent
romanticism of Toson’s early poetry.” Keene, Dawn to the West, 213-14.
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One final oddity in Toson’s look back on his poetry is “Refined Language and

Poetry” (Ht 5 & 5#ik: Gagen to shiika), which appeared at the end of Fallen Plum

Blossoms in 1901. Naff calls this Toson’s “final and most sophisticated essay on the
problem of Japanese poetry and poetic technique,” with “a maturity not present before
Komoro.”75 But while its rational argument displays a familiarity both with prosody and
with a range of figures from Li Bai to Goethe, it is also less applicable to our study
precisely because it mystifies less. It is, moreover, imbued with skepticism about
Japanese poetic and linguistic potential, to the point where it is hard to believe the same
person not only chose to end his final collection of new poems with it, but also went on
to write a much more sanguine preface to the collected edition of his poetry three years
later.

The essay carefully enumerates six failures of Japanese poetry, three of which are

limitations of prosody (i#Hfit: inritsu) and three of which are limitations of expression
(#%1%: hyojo). The prosodic limitations boil down to the limited number of vowels and

accents and the lack of individuation of words.”® The limitations of expression,
constituting a more severe charge, are that “the words lack precise meanings” (F&7% D f5

—ﬁﬂ‘

%7 6 X 51 gogi no seimitsu narazaru), “the vocabulary is impoverished” (FE%% 1Z 2>

7 & X %: goi ni yutaka narazaru), and “the range of refined language is cramped” (#f

75 Naff, 215.

76 Shimazaki Toson, “Gagen to shiika” (Refined language and poetry), in Shimazaki
Toson zenshu (Complete works of Shimazaki Toson), vol. 2 (Tokyo: Shinchosha, 1949),

384-387.
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S DOEWIAR 7% & & %: gagen no on’iki kokatsu narazaru).”’ It is hardly surprising

that, having leveled such charges, Toson then gave up writing poetry and fled instead
into the arms of Naturalist prose.

Another way of looking at this is to say that Toson stopped seeing ideals in nature
through the prisms of allusive “secondary natures” that invested natural phenomena
with conventional meanings. Indeed, the conventional meanings had long since become
stale. Yet what makes Toson’s Romantic nature poems enduringly distinctive is the way
he summoned multiple sources of allusive natures to help him explore the boundaries
between the real and the ideal. Toson’s late friend and mentor Kitamura Tokoku had

written, in his influential essay “World-Weary Poets and Women” (JARTHFFSE & 201

Ensei shika to josei, 1892), that the (implicitly male) poet flees his innocent “ideal

world” (JH 5L: sosekai) in order to seek love in the degraded “real world” (5£{H 5

Jjissekat).”® This essay certainly would have haunted Toson later when he tried to quell
his forbidden love first for a student and then for his own niece. We may even choose to
see in Toson’s descriptive nature poems an attempt to flee from what Sato called the
“metaphysical anguish” over sexual mores. In “Rambling Through the Deep Woods”
and “Pillow of Grass,” rather than fleeing the ideal world to enter the real world for the
sake of love, Toson’s poetic subjects fly into the embrace of an idealized nature free of

public morality.

77 Shimazaki Toson, “Gagen to shiika,” 387, 390.

78 Kitamura Tokoku, “Ensei shika to josei” (World-weary poets and women), Tokoku
zenshu (Tokoku’s complete works), vol. 1 (Tokyo: Iwanami shoten, 1950), 254-264.
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Thus, Toson’s earlier descriptive nature poems, such as those examined here,
thrive especially in the way they mine the secondary nature to cast about for moral
meaning, for happiness or completeness. Kamei Hideo has pointed to Toson’s literary
participation in the “idea that the description of natural scenes could restore and elevate
one’s humanity,” a “prominent theme in this era.”79 Describing Toson’s writing process
for his later Chikuma River Sketches, Kamei posits a process of “visual

intentionality” (#[A{%: shikosei), by which “Toson consciously chose a method of

description based on the idea of sharing nature with some other person.”8° In Broken
Commandment, it is in the “descriptions of nature that cannot be shared with anyone
else” when the protagonist “lacks any reciprocal relationship with other people that he
first encounters. . .‘solitary nature,” and this is when “he is in danger of being bewitched
by a transcendental nature.” 8 But what of the solitary subjects of “Pillow of Grass” and
“Rambling Through the Deep Woods”? Do these figures face solitary nature? Do the
implied readers not share these scenes? The poems’ secondary natures can be
intersubjectively experienced through shared sensibilities in the literary ecosystem.
Toson finds completeness there by metabolizing his alienated individuality in the

transcendental poetic nature.

79 Kamei, 233.

80 Kamei, 232. See also Michael Bourdaghs’s explanation of Kamei’s use of “visual
intentionality” in his Editor’s Introduction to the translated text, in Kamei, xv-xvi.

81 Kameli, 233-34.
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CHAPTER TWO: DOI BANSUT'S REFLECTION OF AN ABSENT IDEAL

E’en gods must yield—religions take their turn:
"Twas Jove’s—’tis Mahomet’s; and other creeds
Will rise with other years, till man shall learn
Vainly his incense soars, his victim bleeds;
Poor child of Doubt and Death, whose hope is built on reeds.
—George Gordon Byron*

Those ideals are vanished
That once swelled my intemperate heart.

—PFriedrich Schiller2
Wandering in a vale of tears, ROBIZIEXLOT
Roused from a sleepless night’s dream; RO DEBIEITIE
Here weeps Byron over blood, g U E T
Whence comes the “child of Doubt and Death”; LD T) DD
And here does Schiller raise his voice TV LIVEDIFTC
To cry, “Those ideals are vanished!” MBI, SRR D,

—Doi Bansui3

Doi Bansui (1 W32, 1871—1952) wrote both poems that emphasize the mystifying role

of the poet, and poems that express the poignancy of no longer viable mystifications. He

sang expansively of a sublime natural order, but also of the loss of that order. In that

sense, Bansui may be among the most Romantic of the Meiji-era (1868-1912) poets. Yet

he also incorporated into his poems a wealth of allusions to other poets’ lost

1 Childe Harold’s Pilgrimage, canto 2, stanza 3, lines 5-9.

2 Die Ideale sind zerronnen, / Die einst das trunkne Herz geschwellt. “Die Ideale” (The
ideals), stanza 2, lines 3-4, in Gedichte von Friedrich von Schiller (Poems of Friedrich
Schiller) (Stuttgart: J. G. Cotta, 1859), 209.

3 “Yiube no omoi” (Evening thoughts), stanza 8, lines 1-6.

97



mystifications. He found the deposed gods and “vanished ideals” of European Romantic
poets a particularly rich source of pathos. The invocation of other poets is un-Romantic
in the sense that it downplays the putative immediacy of Bansui’s own subjective
experience. Bansui’s poetry, however, makes no claim to be direct observation or
unmediated emotion. It is thoroughly idealistic and builds on allusions to history and
other great poets as the basis for intersubjective experience. His vision of poetry is not
simply to cobble together the best of the past from its diverse sources; instead, his work
speaks passionately to the agglomerative role of each new poet in illuminating the
human condition. Poems contain the traces of earlier poets’ insights, and these insights
—not love, not deities that are themselves to be discovered only in poetic creations—are
the sole abiding tapestry of humanity’s ideals.

Bansui was careful to incorporate the old even as he worked towards a new
idiom. His use of allusion might be thought of as expanding the traditional Japanese

poetic practice of “drawing on a base poem” (AHHX D : honkadori).4 In broadening his

range of poetic sources, he offered an expanded vision of what it meant to be literate in
modern Japanese poetry. References to Chinese classics, which educated Japanese of
Bansui’s generation would have recognized, are mixed with allusions to Lucretius (ca. 94
to ca. 55 BCE), John Milton (1608-74), Friedrich Schiller (1759-1805), Percy Bysshe

Shelley (1792-1822), and Victor Hugo (1802-85). This combination is foreshadowed

4 Honkadori, which Earl Miner translates as “allusive variation” and describes as
“echoing and alluding to older poems. . .in such a way that the older meaning is added
to, or harmonized with, one’s own surface meaning,” became common at the end of the
Heian period (794-1185). Earl Miner, An Introduction to Japanese Court Poetry
(Stanford: Stanford University Press, 1968), 24.
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even in the title of Bansui’s first collection, Nature Has Feelings (KRG 1&: Tenchi ujo,

1899), which expresses a Wordsworthian sentiment in Chinese syntax.5 Further,
Bansui’s citations are often to passages that are themselves full of multiple references.
Indeed, Bansui demonstrates that a conscientious reader or writer cannot dip into
Shelley without immersing oneself in Milton and Lucretius, as well. The polyglot Bansui
draws on sources as diverse as the “heap of broken images” T. S. Eliot will assemble in
The Waste Land a generation later—but with highly regular prosodic and thematic
structure.® Like The Waste Land, Nature Has Feelings deserves to be celebrated for its
complex originality, its elevation of ideas over observations, and its ironic recursiveness.

Bansui’s invocation of both Chinese and European canonical predecessors in his
poems, even as he embraces poetic reform, allows him to engage with and update what
we might call “universal” or “eternal” themes in poetry. The highest payoff in reading
Bansui is to read him with Shelley, Schiller, Hugo, and Lucretius: to consider his poems
not as discrete units (nor even his published collections as such) but as intertextual

nodes joining other texts, that is, as maps of reading (and misreading) between

5 Bansui later remarked that words of Chinese origin were an important way to
strengthen the phrasing of his poems, in the same way that Hugo and Petrarch used
Latin elements in their poems. Doi Bansui, “Tenchi ujo no koro” (Around the time of
Nature Has Feelings), interview with Yoshida Seiichi, Kokugo to kokubungaku 11:8

(1934), 147.

6 Although Bansui added endnotes to identify some references in his poems, his
explanations have nowhere near the detail of Eliot’s.
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languages, voices, times, spaces.” In doing so, we enact his ideal—a process, not a
product—of reading poetry.

As the following discussion will show, Bansui’s idealistic, allusive poems
foreground his and other poets’ roles as interpreters of phenomena and ideals, both of
which remain out of reach. In doing so, he encourages readers to triangulate between
text and intertexts, to burrow into the phenomenological uncertainty between and
among poems, to look for what is absent. Bansui’s poems reflect on the mediation of his
own and others’ language in their preoccupation with literal and metaphorical shadows,
reflections, and images—each of which is a partial translation for the pregnant but

fittingly empty term kage (usually written 52). The allusive absences and deferrals in

Bansui’s poetry can, indeed, be summed up in the word kage, a term that, in a self-
referential way, is a shadow of its own meaning. Kage becomes a theme throughout his
poems. As Bansui writes self-referentially about his vision of the idealized poet, his
poems then become kage of other poems, while he becomes a kage of other poets. His
ideal readers, those who would follow the intertextual trail with him, are kage, as well.
Unfortunately, Bansui’s poetry has fallen into the obscurity of the shadows. The
rise of vernacular free verse in the first decade of the twentieth century quickly displaced

the regular twelve-syllable lines of “new-style poetry” (¥1{4+¥: shintaishi) that Bansui

had executed to outstanding effect in his early poems. In addition, his poetry both

7 Harold Bloom’s “map of misreading” might seem useful here, but in fact it is limited by
Bloom’s concern with pairs of poets who write in the same language. It assumes,
moreover, that the “anxiety of influence” is a universal psychological condition among
poets. But traditional Japanese poetry does not invite such ascriptions of anxiety. See
Bloom’s The Anxiety of Influence: A Theory of Poetry (New York: Oxford University
Press, 1973) and A Map of Misreading (New York: Oxford University Press, 1975).
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invokes a traditional canon, including Chinese classics, which was soon to disappear
from the curriculum, and also signals his ambitions to outline and incorporate a
sophisticated Western literary canon. The ideal readers of his poetry, then, no longer
exist; perhaps they never did.

Nature Has Feelings is thus an experiment that engages with the glorious but
flawed ideals of poetry. Indeed, Bansui discovers the utmost poetic poignancy precisely
in the vulnerabilities of idealistic poets. Like Emily Dickinson, he “dwell[s] in Possibility
— / A fairer House than Prose.” This study addresses the possibility of poetry, through
an examination of the poignancy of unachieved ideals. Specifically, through my reading
of Bansui’s key poems on the art, origins, and ideal readings of poetry, I not only hope to
resuscitate his works, but also aim at the broader goal of revising our historical
understanding and readerly expectations of Meiji poetry. In his most famous poem,

“Moon on the Castle Ruins” (Gidk @ H: Kajo no tsuki), 8 Bansui asks:

Where now is the light of long ago BEBEOLDE
That broke through branches of the ancient pines, ® 2@|FEI LT
Twinkling on the wine cups going round TROMDDIFHTL

Spring’s blossom-viewing banquet at the palace? LD F LI,

Where now is the light of long ago FKBEEE D7 Dt
That glinted on the swords stuck in the ground, S E 17 < EDBHEAE T

8 This poem was not originally part of Nature Has Feelings. Composed in 1898, it was
first published as a song, with music by Taki Rentaro (JEEEAES, 1879-1903), in a

songbook by the Tokyo School of Music in 1901. It has since become standard to include
in editions of Nature Has Feelings. Kubo Tadao, Matsumura Midori, and Ishimaru
Hisashi, eds., Dot Bansui, Susukida Kyukin, Kanbara Ariake shii, vol. 18 of Nihon
kindai bungaku taikei (Modern Japanese literature set) (Tokyo: Kadokawa shoten,
1972), 463.
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Showing the many squawking geese flying over, M) 525X z0L

The color of frost at the fall encampment? L DSV,
For whom now shines the unchanging light WERBD X IZDH

Of the midnight moon on the castle ruins? 85BN D3 Z
All that remains in the hedge is the vine, HIZE D3 72720056
All that sings in the pines is the wind. MR SE 72 H S L,
Though heaven’s image does not change, RKEFIFE QL
Does not the figure of the passing ages i3 5 %

Of glory and decay reflect even now? HIAL TS L R2IZ
Ah, the midnight moon on the castle ruins! H > WO EDH,

The same light as of long ago shines on the lingering absence of classical court blossom-
viewing banquets and medieval encampments. But we might ask as well, where is the
light that once shone on Bansui the poet and his ideals? The source of that poetic light,
reflected indirectly off Bansui’s poetry just as the light in the poem reflects off the castle
ruins, the wine cups, and even the luminous moon itself, may be impossible to track to
its source. But the pensive observer—of the castle ruins or of the poem—might yet see
the traces of past poetic grandeur, and content oneself that such a response is itself a

poetic insight.

Doi Bansui’s Background

Doi Bansui was born Tsuchii Rinkichi (-1:H:#£%) in Sendai in 1871. As the son of

a well-to-do merchant, Bansui received a good education. In addition to Chinese
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classics such as The Romance of the Three Kingdoms,° Bansui learned English and
came to admire the poetry of Shelley. He went on to study French, German, Italian,

Latin, and Greek on his own. He first used the sobriquet “Bansui” (Ift3%: late green) in

1893, when one of his poems appeared in a student literary journal of the Second Higher
School in his hometown of Sendai.’® Late in his career, Bansui specified that he
preferred the alternate pronunciation “Doi” for the characters in his surname.

At Tokyo Imperial University, Bansui studied English literature with the writer
Lafcadio Hearn (1850-1904). He began publishing the poems that would appear in
Nature Has Feelings as early as 1896, while a student of English literature at Tokyo
Imperial University. Nineteen of the forty-one poems that would appear in Nature Has

Feelings were first published in Imperial Literature (7 [E 3(%#: Teikoku bungaku), the

literary journal where Bansui was on the editorial staff. Another nine poems were first

published in Reflections Magazine (J< 44 #E5&: Hansei zasshi) in January, June, and

August of 1898.12 The full collection was published by the leading publisher

9 The Romance of the Three Kingdoms (—.[E|7#7%: Sangokushi engi [Ch.: = [E[}iHZ%:

Sanguo yanyi]) was written in the fourteenth century. It became very popular in Japan
as well, both in the original Chinese and later in vernacular Japanese translations for
wider consumption.

10 Kubo Tadao, “Tenchi ujo ron: Bansui yoshiki no seiritsu o megutte” (On Nature Has
Feelings: Concerning the formation of Bansui’s style), Tohoku gakuin daigaku ronshii:
Ippan kyoiku, no. 34 (December 1958), 2.

1 Doi Bansui, Ame no furu hi wa tenki ga warui (The weather is bad on rainy days)
(Tokyo: Daiyukaku, 1934); quoted in Kubo, Doi Bansui, 449.

12 Reflections Magazine was later to become the important Central Review (H 9/

Chuo koron).
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Hakubunkan in April 1899, but only after the intervention of Bansui’s colleague at

Imperial Literature, Takayama Chogyu (#=i111154*, 1871-1902).23 Chogyu, a graduate of

Sendai’s Second Higher School like Bansui, had written positive unsigned reviews of

Bansui’s poetry both in Imperial Literature and in The Sun (XF: Taiyo), where he was

also an editor. The collection went through dozens of printings in the first few years,
and, thanks to sustained popularity, had had seventy-four printings by 1923, the year of
the Great Kanto Earthquake.4

The poems in Nature Has Feelings are all highly regular shintaishi: all the poems
are written in lines of twelve syllables each with a caesura after the seventh, and most
poems contain stanzas of uniform length.’> Within these structures, Bansui sets up
opposing or complementary pairs and thematic sets, executed with considerable
precision. As a rhetorical device, the carefully regulated structure prevents any sense of

overflowing emotion, making it antithetical to Yosano Akiko’s “tangled” (fiL#1: midare)
poetry. It also contrasts with Masaoka Shiki’s “sketching from life” (5-4:: shasei):

Bansui’s poetry makes no claim to be direct observation or unmediated emotion.

13 Chogyu’s intervention to get Nature Has Feelings published is widely cited; Bansui
himself mentions this in Bansui hodan: nanajunananen o kataru (A chat with Bansui:
Seventy-seven years) (Sendai: Kahoku shinposha, 1948); quoted in Kubo, Dot Bansui,

448.

14 Kubo Tadao, “Zuiso Tenchi ujo” (Random thoughts on Nature Has Feelings), in Doi
Bansui, Tenchi ujo (Nature has feelings) (Sendai: Sendai bungakukan, 2005), 192. For
further discussion of the reception of Bansui’s work, see also the introductory chapter.

15 This is not to say Bansui never wrote other kinds of poems. From his early years he
also composed waka, and later he published works with much longer lines, though
typically still in units of five and seven syllables.
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Appended to the volume were Bansui’s translations of excerpts from Thomas
Carlyle’s (1795-1881) “The Hero as Poet,” from Shelley’s “Defence of Poetry,” from
George Sand’s (1804-76) Letters of a Traveler (Lettres d'un voyageur), from Ralph
Waldo Emerson’s (1803-82) essay “The Poet,” and from Victor Hugo’s preface to Rays
and Shadows (Les Rayons et les Ombres).

After publishing Nature Has Feelings, Bansui returned to Sendai to teach at the
Second Higher School. While there he published a second volume of poetry, Morning

Bell (I5&##: Gyosho, 1901). Although Morning Bell also contained many acclaimed

poems, its popularity did not reach that of Nature Has Feelings, partly because of
having been published in Sendai rather than Tokyo, and also because it was a fancier
product that sold for forty sen instead of twenty-five.'® Shortly after the publication of
Morning Bell, Bansui embarked on a study trip to England, France, Germany, and Italy.
Unlike many contemporary writers and scholars who were sent to Europe with Japanese
government support, Bansui financed his own journey. He returned in 1904, resumed
his post at the Second Higher School, and taught there until his retirement in 1934.

The fortunes of Romantic poetry in Japan were already beginning to wane when
Bansui returned to Japan. By the middle of the first decade of the twentieth century,
Shimazaki Toson had become a novelist (out of financial necessity), and Bansui’s style
had lost to the innovations of the Japanese Symbolists. By the end of that decade, free

verse had begun to rise up. Bansui tried his hand at this, too, but without the same

16 Still, the collection went through a dozen reprintings (with some changes to poems
included, publishers, and prices) in a dozen years, and it remains highly regarded. Noda
Utaro, “Doi Bansui shu kaisetsu” (Commentary on Doi Bansui collections), in Kubo, Doi
Bansuti, 18-19.
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success. Instead, his reputation rested on his earliest poetry, his lyrics to countless
school anthems, his dedicated teaching at the Second Higher School in his hometown of
Sendai, and his monumental translations of Homer’s The Iliad and The Odyssey in the
19408s.Y

Since his death in 1952, Bansui’s poetry has been forgotten by more recent
generations of readers, who seem only to remember his classic, “The Moon on the Castle
Ruins,” and to have done so on the basis of its serendipitous pairing with Taki Rentaro’s

simple yet memorable tune.'8

Bansui’s Ideal Poet

In his poems, as well as in his preface and appended translations to Nature Has
Feelings, Bansui addresses the European Romantic concept that the poet has a rare gift
of vision. His preface and author’s note, composed last (we must assume) but set at the
head of the collection, draw on this concept while striking a new note of national

purpose for Bansui’s poetic project:

17 Bansui’s translation of The Iliad was published in 1940, and The Odyssey in 1943,
both by Fuzanbo.

18 Tt is worth noting that any shintaishi of four-line stanzas would fit the melody, if not
the mood, of Taki’s song. With equal value for each note and no melismas, each melodic
line fills out the 4/4 meter nicely by adding a quarter rest for the caesura after beat 7
and three quarter rests at the end of each line (for a total of four measures per line).
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“To raise man up to heaven and to bring heaven down to this earth”19—
that is the ideal of poetry. Poetry is not the delirious utterances of men of
leisure, nor is it the frivolous engraving of insect figures.2° But I shall not
say anything of the many hundred years’ history of our nation’s poetry.
When you consider that the world of so-called new-style poetry is just a
little more than ten years old, it is only natural now to laugh at its
childishness. Yet we cannot leave it to the future for literary progress to
solve its deficiencies. Poetry is the essence of the people, and there has
never been a great people without its great book of poetry. As there are
high hopes for our country’s future, so must there be high hopes for our
country’s world of poetry.

Tsuchii Rinkichi
Tokyo

Author’s Note

Most of the pieces collected in this volume have been published in
Imperial Literature or Reflections Magazine, and I thank both the
Imperial Literature Society and the Reflections Magazine Company for
permission to reprint them here.

Since old times, poetry has customarily been seen as recreation, as
inconsequential words, as the frivolous engraving of insect figures. Unless

b (43

19 This quotation is Bansui’s paraphrasing of the third line from Schiller’s “Die Sanger
der Vorwelt” (The bards of old). I have translated Bansui’s Japanese. The original
German of the first four lines is below:

Sagt, wo sind die Vortrefflichen hin, wo find’ ich die Sanger,

Die mit dem lebenden Wort horchende Volker entziickt,

Die vom Himmel den Gott, zum Himmel den Menschen gesungen,

Und getragen den Geist hoch auf den Fliigeln des Lieds?

[Say, where have the splendid ones gone, where might I find the bards
Who with the living word delight the listening peoples,
Who have sung God down from heaven and the people up to heaven,
And carried the spirit high on the wings of song?]

Friedrich Schiller, Gedichte von Friedrich von Schiller, 353.

20 Frivolous engraving of insect figures: 2 lRZE4 D K EL: chochi tenkoku no matsugi.
This phrase is meant to call to mind Yang Xiong (#3/, 53 BCE-18 CE), a philosopher

who gave up writing rhapsodic verse (fiil: fu) because he deemed it as frivolous as

carving insects. See Fusheng Wu, The Poetics of Decadence: Chinese Poetry of the
Southern Dynasties and Late Tang Periods (Albany: State University of New York
Press, 1998), 17.
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this idea is shattered, true poetry 2'will never arise. I believe that

reforming general readers’ fundamental ideas about poetry is one element

in the present development of our nation’s poetry. Attached are

arguments on poetry and poets by great Western writers. For ease of

reading, these are abridged translations, thus while they do not capture

the spirit or line of reasoning, they should be of some use to today’s world

of poetry. I dare hope they will be read widely and thoroughly.

The most striking characteristic of Bansui’s preface, and what sets it apart from
both his appended translations of Western writers and his own poetry—at least on the
surface—is his desire to foster a new national poetry tradition. He dismisses the long

tradition of waka as inconsequential to his project, but without explanation. That

dismissal is underlined by his referring not to shiika (5##K), a term that encompasses all
kinds of what we in English would call poetry, but to shi (5+).22 Shi is a category of

poetry that traditionally meant only Chinese poetry, kanshi, but by Bansui’s time also
included Western poetry and new-style poetry. We can only assume that the waka
tradition is not suited to, or able to develop along with, the modern era. Here the
argument of the poets who composed the epoch-making Selection of New-Style Poems
(Shintaishisho, 1882) is taken for granted: that, in Dean Brink’s words, “the thirty-one
syllables of a waka are only able to grasp a level of thought limited to ‘shooting stars,”
while “a poet accrues length to poems so as to engage the contemporary world in

extended meditations.”23 If this is significant for the development of a great nation,

21 True poetry: Eq¥ shinshi.
22 Shiika (54K): The characters in this compound are shi (comprising kanshi and

shintaishi) and uta/ka (waka/tanka and haiku).

23 Dean Brink, “Intertexts for a National Poetry: The Ideological Origins of
Shintaishi” (Ph.D. dissertation, University of Chicago, 2003), 153.
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then we must conclude that a nation without extended meditations in poetry is a nation
deficient in philosophical and moral development.

Bansui’s poetry engages in such “extended meditations,” though arguably not
with the “contemporary world,” and certainly not with the world before his own eyes.
Instead, it engages with a timeless, ideal world with no borders. That fact is emphasized
by the mediation of other poems, and the nature depicted therein, from distant times
and places within his own poems. His national poetry tradition must become part of a
global poetry tradition, and his nature must become part of a global nature, instead of
distinguishing a nature unique to Japan.

Bansui must therefore reconcile his nationalistic aim with the universalistic
conceptions of the poets and poetry in the translations appended to Nature Has
Feelings. Nationalism is, in fact, nowhere to be seen on the surface of Bansui’s own
poems in Nature Has Feelings. Rather, the preface adds a nationalistic claim after the
fact of Bansui’s writing the individual poems, almost as if to undo the universalism
implied by statements on poetry by Emerson, Carlyle, and Shelley. It would have been
ironic of Bansui to infuse nationalism into these poems, as many of them so thoroughly
incorporate allusions to Chinese and Western literature. That does not mean it would
have been impossible, however. To assimilate other nations’ cultural treasures in a

nationalistic way would anticipate Okakura Kakuzo’s (8% =, 1862-1913) The Ideals

of the East, in which Japan is presented as the storehouse of Asia’s treasures.24 If

storing up cultural treasures is what Bansui is doing on a global scale, then he finds

24 Kakuzo Okakura, The Ideals of the East, With Special Reference to the Art of Japan
(Rutland, VT: C. E. Tuttle, 1903).
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himself an agent in a process that is just beginning, in which Japan has not yet reached
the poetic pinnacle.

One may be tempted to speculate that Takayama Chogyii, Bansui’s friend and
fellow editor at Imperial Literature, encouraged Bansui to express national aims in his
preface. Chogyu, after all, was around this time beginning to write in a nationalistic
vein.25> Hakubunkan, the publishing company he persuaded to print Nature Has
Feelings, was in the meantime committing itself to several publications with nationalist

aims. In addition to The Sun, it also published Arts Club (CCE{E2478: Bungei kurabu)
and The Youth’s World ("0 4E{H:5L: Shonen sekai); after the outbreak of the Sino-
Japanese War it also published Records of the Sino-Japanese War (H & #5955

Nisshin senso jikki).2¢ In spite of this, I have found no evidence to shed light on what
influenced Bansui’s writing of his preface.

What Bansui cannot bring himself to say directly in his preface—that he himself
is a poet with a privileged vision beyond the sensual to an ideal—he does say indirectly
in an appendix of translations by Carlyle, Emerson, Hugo, Shelley, and George Sand.
Thus, along with his preface, he uses the translations in the appendix to exhort his

fellow poets to join in the creation of a new poetic tradition. In a 1934 interview with

25 According to Senzaki Akinaka, after Chogyu returned to the Tokyo literary scene, he
“reflected the Japanese mood of the time like a mirror.” The mood in Tokyo, the capital
of the empire that had recently won the Sino-Japanese War in 1895, reflected its rising
importance on the international stage. Senzaki Akinaka, Takayama Chogyii: Bi to
nashonarizumu (Takayama Chogyu: Beauty and nationalism) (Tokyo: Ronsosha, 2010),
102.

26 Senzaki, 103-104.
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Yoshida Seiichi, Bansui says that the translations he added to the collection reveal his
poetic aspirations: “If you look at those, I think you will understand my aspirations.”27
Those poets whom Bansui admires, he tells Yoshida—“poets like Hugo, Byron, and
Shelley, as well as Schiller and Du Fu—they all had a longing to create something

idealistic[74 7 7 Y AT 1 v 7 : aidearisutikku]. Ithink that was rather different from

the poems of others.” 28

The arguments about poetry and poets in Bansui’s poems echo Emerson’s
argument in “The Poet,” in which he writes, “Nature enhances her beauty, to the eye of
loving men, from their belief that the poet is beholding her shows at the same time.”
Non-poets are “minors” or “mutes, who cannot report the conversation they have had
with nature.” Emerson continues:

For poetry was written before time was, and whenever we are so finely

organized that we can penetrate into that region where the air is music, we

hear those primal warblings, and attempt to write them down, but we lose

ever and anon a word, or a verse, and substitute something of our own,

and thus miswrite the poem. 29

The impression Emerson gives is of a poet transcribing nature’s music, albeit

27 Doi Bansui, “Tenchi ujo no koro,” 143.
28 Doi Bansui, “Tenchi ujo no koro,” 142-143.

29 Ralph Waldo Emerson, Selected Writings of Emerson, ed. Donald McQuade (New
York: Random House, 1981), 304-6.
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imperfectly.3° The poet must “penetrate into that region” to hear this music, and
somehow music becomes “warblings” and those warblings are transcribed as words.

The poet must transcribe the words as faithfully as possible so as not to “miswrite the

30 The musical analogy is also in the portion of Carlyle that Bansui translated: “All deep
things are song” (which Bansui renders thus: —~YJDHZED YL K7 D ), and poetry is

“musical thought. . . .See deep enough, and you see musically; the heart of Nature being
everywhere music, if you can only reach it” (% FFA TEZENEAM E HIZA. .. #l5 2

EEDSIXEIE RN S ABEAEDOHIMNIET 2 251X E 283 % @ 127 S A). Thomas

Carlyle, “The Hero as Poet,” in On Heroes, Hero-Worship and the Heroic in History
(Lincoln: University of Nebraska Press, 1966), 83-84.
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poem.”3! The transcription of nature’s music into words is achieved because, in
Emerson’s words, “Nature offers all her creatures to [the poet] as a picture-language,”
and “nature is a symbol, in the whole, and in every part.”32 That is, nature comprises
symbols, for which words are (or at least were when those words were new) adequate

vessels. Thus, no matter how great the poet may be, even in Emerson’s estimation,

31 Bansui may share Carlyle’s and Emerson’s anxiety not to “miswrite the poem” of
nature, but I have not seen him address any anxiety he may have had about miswriting
poems or other works when translating from other languages into Japanese. His own
translations are a bit loose and elide certain parts of the original works. For
comparison, here is where Bansui begins his translation of Emerson: £ A& H & H o

HYP OB EZB T AV E TR, ZLARFI VA, ~AF V2 VF R, TS5V, T
=, Frvi. AZ—T VRVIT KA, faE, FFROATERD . AHIZEICEH
WCIED, FMBEZNICETZ2HDICIET LTEICEDHZDBEL D KND, Wl
IR M OR B DEV ORI XM D LR D, 22 BSTEANIROFARN TED
N1 DRMEERF EZFRDA LT,

My translation of Bansui’s translation, with an eye to the Emerson: “Philosophers
are those who look for the mysterious meaning within the ordinary objects of sight, such
as Orpheus, Empedocles, Heraclitus, Plato, Plutarch, Dante, Swedenborg, and the
masters of sculpture, painting, and poetry. Humans are not simply skeletons, nor do
they have the spirit within them, but are rather the direct descendants of the spirit and
come from the spirit. Thus, the origins of time and time’s creations are abstruse and
beautiful. On considering this, we resolve to study the nature and functions of the poet
as a “person of beauty.”

Emerson’s original: “But the highest minds of the world have never ceased to
explore the double meaning, or, shall I say, the quadruple, or the centuple, or much
more manifold meaning, of every sensuous fact: Orpheus, Empedocles, Heraclitus,
Plato, Plutarch, Dante, Swedenborg, and the masters of sculpture, picture, and poetry.
For we are not pans and barrows, nor even porters of the fire and torch-bearers, but
children of the fire, made of it, and only the same divinity transmuted, and at two or
three removes, when we know least about it. And this hidden truth, that the fountains
whence all this river of Time, and its creatures, floweth, are intrinsically ideal and
beautiful, draws us to the consideration of the nature and functions of the Poet, or the
man of Beauty, to the means and materials he uses, and to the general aspect of the art
in the present time.” Emerson, 304.

32 Emerson, 309.
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nature remains the unattainable pinnacle of what the poet can reach. And this is due to
the poet’s inadequate expression.

As we shall see in “The Universe and the Poet,” Bansui’s poetic speaker asks the
poet to “penetrate into that region.” The poem ends, moreover, by implicitly
reproducing Emerson’s triad, also translated in Bansui’s appendix, of Knower, Doer,
and Sayer: “These,” says Emerson, “stand respectively for the love of truth, for the love
of good, and for the love of beauty. . . .The poet is the sayer, the namer, and represents
beauty.”33

Bansui’s translation from Shelley’s Defence of Poetry speaks as well to the poet’s
inadequate expression:

The mind in creation is as a fading coal which some invisible influence,

like an inconstant wind, awakens to transitory brightness: this power

arises from within like the colour of a flower which fades and changes as it

is developed, and the conscious portions of our nature are unprophetic

either of its approach or its departure.34
For Shelley, then, poetic inspiration is something that cannot be summoned or
“penetrated to,” but must be allowed to flow with as little delay or encumbrance as
possible:

When composition begins, inspiration is already on the decline, and the

most glorious poetry that has ever been communicated to the world is

probably a feeble shadow of the original conceptions of the poet.35

To take it one step further, the poet is able to see (or is it to create?) the symbols

33 Emerson, 305.

34 Percy Bysshe Shelley, Percy Bysshe Shelley: The Major Works, ed. Zachary Leader
and Michael O’Neill (New York: Oxford University Press, 2003), 696-697.

35 Shelley, 697.
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and metaphors in the universe, to produce harmonies where there were only melodies,
to plumb the meaning beyond what our senses can grasp. Such a construction, with
nature producing the melodies in a receptive poet who then produces harmonies to it,
also comes from Shelley’s A Defence of Poetry, albeit not in the passage Bansui
translated from that text:

Man is an instrument over which a series of external and internal

impressions are driven, like the alternations of an ever-changing wind over

an ZAolian lyre, which move it, by their motion, to ever-changing melody.

But there is a principle within the human being, and perhaps within all

sentient beings, which acts otherwise than in a lyre, and produces not

melody alone, but harmony, by an internal adjustment of the sounds and

motions thus excited to the impressions which excite them.3°

In Bansui’s poems about poets, he provides access to other texts in a gesture
towards the mediation of poetry. He imports poetic visions in a way that does not
metabolize them for Japanese readers. Instead, he invites his readers to share his
perspective as a reader himself of great poetry. The marked access to other texts points
to the intertextual recursion of writing and reading. By placing other works between
himself and his readers, he acknowledges and even broadcasts that fact. Yet the stance
of Emerson, Carlyle, and Hugo is that the poet has privileged access to “nature.” Bansui
bypasses his own problematic access to nature to open a proven channel through other
great writers. He does not use their words fully—short quotations (translated by him, of

course) or even references to them by places associated with them, which resembles

classical poetry’s utamakura (##e: literally, “poem pillow”). But this is not a

channeling of their poetry in a way that could defer to their “genius”—or, not in a way

36 Shelley, 675.
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that would allow readers to appreciate that genius or understand their poetry without
doing outside work.

One problem in Bansui’s use of allusion is thus that the “emotional” impact of the
exotic texts is deferred and must be accessed deliberately rather than spontaneously.
The result is the reader’s greater uncertainty of intuition: there is something beyond
comprehension within the poem, something that requires a critical operation in the
midst of, or perhaps after, reading the poem. The exoticism presents the more
immediate response: the fact of exotic content, and subsequently the recognition of the
source of that content, bring preconceptions (of, say, Shakespeare or Dante or the West
in general) that may initiate a preliminary wave of mystification. That mystification can
hardly be overshadowed by the reader’s subsequent grasp of the attenuated substance of
the exotic content.

Compare this to the Greek myths invoked in Wordsworth’s “The World Is Too
Much With Us.” “Proteus rising from the sea” and “Old Triton blow[ing] his wreathed
horn” are more intuitively accessible to us than Grasmere would be to Bansui’s readers a
century ago. And this is in a poem mourning the vanishing of a former mode of access
to the wonders of nature, reality, or the sensible world. That is, it mourns a mystifying
culture with an iconic reference to past mythological figures. In so doing, it presumes a
more intimate appreciation of nature, through a (poetic) misunderstanding of that very
nature. That intimate appreciation of the putative loss of appreciation for nature in
Wordsworth is effectively communicated to the reader, because of the reader’s more or
less equivalent alienation at the mention of antique figures. Yet Wordsworth was

writing in a time when mythology and ekphrasis were more common to poetry. His
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allusions were thus even more conventional in his time than they are to readers today.
Bansui’s allusions, on the other hand, introduce many conventions to his readers for the
first time. Poems with such allusions then seem to ask readers to invest the poet with an
idealized role that not only mourns lost ideals but conjures them, or at least acts as a
conduit for them. Nor is Bansui alone in crafting such poems: as we shall see in the
following chapter, Yosano Akiko also conjures diverse mystifications, though hers are
not for the sake of being “awaken[ed] to transitory brightness” of poetic insight, but
rather for the sake of exulting in dangerous pleasures.

There are two poems in Nature Has Feelings that invoke an idealized conception

of a poet. The first is “Poet” (-f A : Shijin).3” In this poem, Bansui apostrophizes such a

poet, comparing him or her to a succession of figures. The repetition accentuates the
structure of the poem as a poem. The first two stanzas compare the poet to two human
types that seem as far as possible from Carlyle’s heroic poet: a maiden drunk on love and
an innocent child. Yet both figures have the poetic insight to hear, see, and speak of
what cannot be sensually observed. In the final three stanzas, the poet is granted an
ascending succession of scenic forms, from the waves of the sea to a mountain to the
moonlight. The speaker of the poem, seeking intersubjectivity with the poet through
feats of imagination, demonstrates a poetic faculty himself.

O poet, should I describe you AL EEELUE

37 “Poet” was published relatively early among Bansui’s poems, in the April 1897 issue of
Imperial Literature. In Nature Has Feelings, it appears tenth. A shijin is specifically a
poet of shi, not of waka or haiku. (The term for a waka poet is kajin, and for a haiku
poet, haijin.) Following the discussion of Bansui’s referring to shi alone and not shiika
in his preface, are we meant to take the shijin as a poet in such a limited sense? I would
say not, since there was not a convenient term to refer to poets of multiple genres.
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As a maiden drunk on love?
For you hear music in the storm,

And you see flowers in wild fields.

O poet, should I describe you
As a child blind to the world’s sins?
For a divine voice sounds from your lips,

And a dream of heaven is in your eyes.

O poet, should I describe you

As the waves of the open sea?

On the surface a raging storm,
And hidden in the depths a pearl.

O poet, should I describe you
As a volcano rising into the clouds?
Stars sparkle from your brow,

Waves of fire gush in your breast.

O poet, should I describe you
As the cool light of the evening moon?

Your body is held in the heavens,

And your reflection in the dust of the world below.

RICHE OB bz Lo T
HoLD)HLICEEREE
HoMrD ) LITALE RS,

AN LB ZELUL
HOFELoBZIRITH
B ES DY - 201
HiZiZAaZ o DB LS,

AL BEELIUL
J\EE D W ¥ DA D>
BELTHs>HoLbHD
EBicozosEdD,
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The poem’s final two lines separate the poet’s ideal “body” from the this-worldly
“reflection” of that body. The moon itself is out of reach, but it lowers itself in the form
of its reflection to the world of dust below. Likewise, Bansui’s ideal poet is the mediator

between the ideal (the moon held high in the heavens) and its reflection in poetry.

Here, as in many of Bansui’s poems, the word for “reflection” or “shadow” (5:
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image. The image of the moon reflected in the world below is not real, but rather an
ideal that travels along with humanity. The real moon is always out of reach, like the

poet whom he serenades.

Through the Immeasurable All

“The Universe and the Poet” (A & &f A: Ban’yu to shijin) is the most thorough

and direct treatment of the role of the poet in Nature Has Feelings.3® The poem is
concerned with the role of the poet in representing, even bringing life and meaning to,
the universe. Asin “Poet,” the speaker betrays his own poetic vision in the very
awareness of moving beauty from which he pretends to be alienated. This irony
effectively heightens the reader’s appreciation that there is something more than what
mimetic description can convey. Thus, the poetic speaker gestures towards both an
ideal of the poetic act and an ideal beyond the sensory.

The poem presents its first tangle in the word ban’yii in the title. The characters
for ban’yu mean “myriad” and “exist,” thus denoting “all things.” The term ban’yii

stands in place of more common words for the universe or nature, such as banbutsu (Ji
¥): myriad things), uchu (5*H: universe), or, as used in the title of Bansui’s poetry
collection, tenchi CKHli: heaven and earth). Bansui himself uses ban’yii as a translation

for “Nature” in his translation of Carlyle’s “The Hero as Poet,” but he also uses ban’yi

shizen (4 H#X: myriad things of nature) to speak of “nature” in his translation of

38 “The Universe and the Poet” first appeared in the January 1898 edition of Imperial
Literature. It is the fifth poem in Nature Has Feelings.

119



Emerson. The second element in the title is shijin, poet. Again, Bansui condemns waka
and haiku by omission. I have thus been tempted to translate Ban’yu to shijin as
“Nature and the Poet,” to echo Wordsworth’s poem of the same name. In Wordsworth’s
poem, the speaker interacts with a natural scene through the mediation of a painting.
The painter stands for a poet and the painting for a poem. Wordsworth even ironically
imagines what he would have done
if mine had been the painter’s hand

To express what then I saw, and add the gleam,

The light that never was on sea or land,

The consecration, and the Poet’s dream.
In a similar fashion, Bansui imagines what the poet might make of nature’s wonders.
But where Wordsworth would take Peel Castle out of the storm and set it in fair weather,
Bansui embraces the chaos and the storms of the universe, along with everything else in
it. Also, Wordsworth’s would-be painter stands outside the painting, outside the
“nature” of the poem. Thus, I have chosen to avoid, in this instance, the overladen word
“nature” and favor “the universe” instead.

More relevant than Wordsworth’s “Nature and the Poet” may be his “Intimations

of Immortality from Recollections of Early Childhood,” because it reflects on the

speaker’s loss of appreciation for the wonders of nature as he ages:

Whither is fled the visionary gleam?
Where is it now, the glory and the dream?

That is precisely what Bansui asks of the poet in “The Universe and the Poet”:

My heart is not stirred by the rainbow, HLIC BRIz R > 5
My heart is dull to the waves— HIZHIZEZEDLHB > 5
It begs of you one thing: your song. =D I3 D B DK,

120



Both Bansui and Wordsworth betray their own poetic vision, though, in the very
awareness of moving beauty from which they pretend to be alienated. Yet this is
effective in the way that their irony heightens the reader’s appreciation of their
observations beyond the descriptions on the page. But there is not just more to

“nature” (or whatever you like)—there is also more to that poet, who can present himself
as a shadow of something even greater. The poet gestures towards both an ideal of his
subject and an ideal of himself.

“The Universe and the Poet” opens with an epigraph from Lucretius’s On the
Nature of Things (De rerum natura): “And he has traveled through the immeasurable all
in mind and spirit.”3% Bansui’s choice of this elliptical, understated line raises several
questions. First, vanishingly few of Bansui’s readers would understand Latin. Yet the
name of Lucretius may have given them a clue to the philosophical context, even for
those who would not know that the unidentified subject was Epicurus, the hero of the
opening to the poem.

Second, the epigraph did not appear when the poem was first published in
January 1898, but was added when the poem was published in Nature Has Feelings the
following year. The fact that Bansui added the epigraph to the poem for publication in

the full volume suggests that the line of Latin may have been chosen as felicitous after

39 Atque omne immensum peragravit mente animoque. Lucretius, De rerum natura
(On the nature of things), with trans. W. H. D. Rouse, rev. Martin Ferguson Smith
(Cambridge: Harvard University Press, 1992), 8 (Book I, line 74). In the title De rerum
natura, the word natura by itself can mean simply natural disposition or character.
Rerum natura is a set phrase meaning nature, the natural world, or the universe.
Hence, the otherwise unexceptional, genitive “of things” does the heavy lifting to make
nature Nature, and in my view it emphasizes the multiplicity of things, phenomena,
matter(s) in the universe.
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its composition, instead of serving as the catalyst for the poem. While that may be true,
as I show below, the content of the poem reveals that On the Nature of Things exerted a
significant influence on the composition of the poem.4°

Third, Bansui also omits the line’s revealing context. Epicurus was the brave
Greek who stood up to religion, who, as Lucretius writes, “desired to be the first to break
open the firm bolts of the doors of nature.”4* Why choose a vague line over some more
pertinent passage that might have better elucidated Lucretius’s poetic philosophy?42
More important than the precise context of the line from Lucretius appears to be the

»” <

inclusion of the words “travel,” “all,” “mind,” and “spirit.” In other words, the epigraph
foregrounds the equivalence of physical space (travel) and mental imagination.

Epicurus, like any great poet, possessed a mind equal to the great mysteries of the

universe. The epigraph thus highlights the poet’s function of reporting on mental

40 Compare “Light” (Ot:: Hikari), another long poem from Nature Has Feelings, which

carried an epigraph from Milton’s Paradise Lost. “Light” is heavily influenced
throughout by Book III of Paradise Lost, and yet its epigraph of the first two lines (“Hail,
holy Light, offspring of Heaven, First-born! / Or of the Eternal coeternal beam”) did not
appear in the poem’s first publication in Reflections Magazine in January 1898.

41 Effringere ut arta / naturae primus portarum claustra cupiret. Lucretius, 8 (Book I,
lines 70-71).

42 For example, Lucretius’s Proem to Book IV compares the use of poetry for articulating
philosophy to a physician’s use of honey on the brim of a cup of wormwood medicine.

In doing so, Lucretius even admits the bitterness of his concepts: “I have wanted to
expound our reasoning to you in pleasing Pierian song, and to touch it as if with a
muse’s sweet honey; if by chance I could hold your mind with such reasoning in our
lines, until you perceive the entire nature of things and understand their

usefulness.” (Volui tibi suaviloquenti / carmine Pierio rationem exponere nostram / et
quasi musaeo dulci contingere melle; / si tibi forte animum tali ratione tenere / versibus
in nostris possem, dum percipis omnem / naturam rerum ac persentis utilitatem.)
Lucretius, 276, 278 (Book IV, lines 20-25).

122



adventures.43 Bansui uses poetic predecessors as mediators, as Dante did, except that
he takes their language as a souvenir of their travels, not as the product of his imagined
companionship with them on those travels.

Even in Lucretius’s materialistic conception of the universe, there is an idealized
understanding of the poet’s phenomenological and descriptive capabilities. His
atomistic view of the universe offers answers to questions of phenomena (such as
thunder) that cannot easily be explained by observation alone. Accordingly, Lucretius
devotes his treatise in poetry to explanations of phenomena that go beyond what we can
perceive with our senses. The balance between materialist and spiritual was also to
become a central struggle in Romantic literature, especially that of Shelley. As Monika
H. Lee explains, “The contrast between these two sets of beliefs and the way this conflict
plays itself out in terms of language is a central aspect of Romanticism—one that Shelley

contended with throughout his literary career. He is adept at conflating and

43 Bansui repeats this formula of invoking a powerful peripatetic poetic predecessor in
his poem “Evening Thoughts” (%7 @ . 0\: Yuibe no omoi), in which he notes Dante’s

poetic return from Paradise with his own report:

As bees gathering nectar up fELDibicenn e N C
Dart from flower to flower, BrEL IO L

I watched the soul flying BXhREIER L

From star to star for light— RiT < Bz Bk 1T &

As someone bringing back home MADS LEFIFALE
The poet’s ethereal vision. =) o> ILRT 6 T,

”, «

Bansui gives the following endnote to identify “the poet”: “See Paradiso from Dante’s
Divine Comedy.” Note that Lucretius reports on Epicurus’s travels, and Dante reports
on travels with Virgil and later Beatrice. Therefore, the poet is not able to travel on the
spiritual journey alone, but requires the mediation of another—in these cases, a
philosopher, another poet, and a past love.
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synchronizing philosophical quandaries and poetic strategies that seem to be at odds
with one another. . . .Shelley uses reason and imagination to critique each other.” 44
Seen in this light, Bansui’s epigraph comes to seem like anything but a casual choice,
for, no matter how we judge Bansui’s adeptness, he also aimed at synchronizing
seemingly incompatible philosophical quandaries and poetic strategies.

To stand back and take in a spatial and temporal perspective far broader than
what humans can directly perceive requires the exercise of reason and imagination
together. It also requires poetic language that goes beyond mimetic representation.
Bansui celebrates the philosopher’s non-empirical insights into the materialist workings
of the universe. He explicitly subscribes to this view in “The Universe and the Poet,” as

he addresses a poet whose capabilities surpass those of ordinary human beings. The

poem begins:
O poet, have you sung, M, XS LED T
And played the zither in the light e TkEh, D5HEZH%E
Of the morning star that sparkles in your hairpins, HTL D H XTS5 1T
Of the dawn of our world, PELICICIESHED
When at the brink of Chaos T HEZEIZ LT
Time came forth from the bosom of Eternity? AN L EIZIROL 2,

44 Monika H. Lee, “Nature’s Silent Eloquence’: Disembodied Organic Language in
Shelley’s Queen Mab,” Nineteenth-Century Literature 48:2 (Sept. 1993), 170. Shelley
takes after Lucretius in blending materialist and spiritual views—and in confusing
readers about which of the two views he espouses. Paul Turner notes that this similarity
is no accident, for Shelley was a great admirer of Lucretius. Along with themes such as
looking down on the turmoil of life from serene heights and the poet’s defamiliarizing of
the world, Turner points in particular to Queen Mab as a poem that is consciously
modeled on On the Nature of Things: “both are anti-religious sermons on ethics,
supported by quasi-scientific accounts of the physical universe and surveys of human
evolution.” Paul Turner, “Shelley and Lucretius,” in The Review of English Studies, new
series, 10:39 (Aug. 1959), 270, 273, 276.
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This “poet” takes the place of the muse addressed in Milton’s Paradise Lost or Venus

addressed in Lucretius’s On the Nature of Things. The poet here, playing a zither (&

koto) and wearing hairpins, is thus both gendered feminine and linked with music—
hints of Erato, the muse of love poetry. His poet, like Epicurus from the epigraph to On
the Nature of Things, travels through, or mentally communicates with, the
“immeasurable all” (omne immensum) of the universe. Bansui, however, speaks
ironically to a poet whose talents and vision he envies but cannot equal, even while he
invokes poetic conceptions in poetic language. It is the same approach he used in “Poet”
above. In stanzas 3 through 5, Bansui repeatedly invokes a “muse,” 45 though not as his

own poetic benefactor, as he himself is not a poet, but rather as the inspiration for this

apostrophized poet:
Lo, the whitecaps frothing up H > bIEOHRDPEDIE
Are to me like flying silver snakes; FRIE D RSNA T B D75
I raise my eyes to see a rainbow aloft in the sky— IR 2RI HLE L
My heart is not stirred by rainbows, I HEEIZ BT > 5
My heart is dull to the waves— FIZHIZEZEDLHB > 5
It begs of you one thing: your song. 7= D3N D B 3K,
A baptism of living fire burns BT BMDONTT A=
And sweeps away this worldly dust, IO EZ E 2 H O
Summoning the wind to stir the clouds, % BRI AU IE
Attending light and darkness, JEITHF IO T
And racing hither from the far skies— RazE AT D <5
Do you hear the muse’s song? DR 2 FH < 2,

45 In the first publication, the Japanese was myuuzu (< 27 X: muse), but subsequently

Bansui changed it to shishin (iffi!: divinity of poetry). I would translate both as “muse.”
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Morning sunlight and evening glow
With such skill in different colors
Dye the pale and flowery robes

Of the clouds—and pulling at

The crimson of their trailing hems,

Do you see the muse’s image?

HIHDHH WS
Pt INEDREDOESD
72 AL L LPRED
BEDOZABIETAD
AR HTZDFLIC
MO E B RS,

We see the speaker of the poem using a simile: the whitecaps are like flying silver snakes

(to say nothing of the fact that he is communicating in verse); but he denies that a poetic

faculty dwells within himself. He requires the intervention of a poet to bring him joy in

his experience of the universe.

Bansui suggests all time and all space by invoking the four seasons, as below,

along with their references to places in Japan, Europe, China, and the northern seas.

This sequence of imagery then yields to the end of time and the end of heaven and earth,

before returning to the present, transient moment:

In spring—the faint dawn light in Yoshino,46
The crimson of the pressing mist,

The ridge of bursting flowers far off;

In summer—twilight on the Rhine,

The water flowing far and pure

Reflects the deep green of the banks.

BIEHOH IITS T
ZUBEDINLELD
EAENES BN AN
Hiios4 vy Eln
Tt o < K <

ez b FEOHEAED

46 Yoshino (##7): An ancient place name in what is now southern Nara Prefecture,

where there was a detached palace and hills famous for cherry blossoms.
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The rippling pools of the Miluo River47

And the clouds on Wu Shan 48 disappear,

And then again the scattering voice of autumn;49
Is the crimson casting light on boulders

Glazed with ice from the north sea waves

The unsinking light of the midnight sun?5°

Do you see a vision here

Of the end of time5! when all is snuffed out,
And the rotting bones of the broken down
Caravan crumble into dust in the road,
And even the grief of the wailing soul

Swirls into the storm of the great desert?

Do you see a vision here

Of the chaos of indistinct heaven and earth,

himself.
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47 Miluo River (3H##, J: Bekira): A river in northeast Hunan Province. It is the river in

which the statesman and poet Qu Yuan (J£)i, J: Kutsugen, circa 343-277 BCE) drowned

48 Wu Shan (A&111, J: Fuzan): A famous mountain between Sichuan and Hebei provinces.
Its clouds and rain were thought to exemplify the passions of men and women. It is not
far from the Miluo River.
49 Scattering voice of autumn ($&v% D KD yoraku no aki no koe): Kubo Tadao
provides a quotation of a Du Fu poem that links this phrase with Wu Shan. Kubo, Doi
Bansui, 451.
50 Midnight sun (%%f:® H: yowa no hi): The image of midnight sun is problematic here.

It is unclear where Bansui learned of it. Stanzas eight and nine can be broken into
three-line sections dealing with each of the four seasons in turn. The midnight sun on
the frozen north seas evokes wintry cold, but of course it is a summer phenomenon.

51 End of time (2%3)): kitko): The fourth of four phases of the universe. This is the time

between the end of one world and the beginning of the next world.



Of black clouds rising in the sky
To swallow up the shining sun,
Of fierce flames of Red Lotus Hell,52

A great volcano melting boulders?

Weary from chasing illusions,
Temporary lodgings53 at the field’s edge,
What kind of dreams do you weave?

On waking to see reddened palms,

Are those sweet roses next to you

That smile and perfume the breeze?

FLEDIT I EF LA
BHIEL B KDAIL
HOOL ORI D
BLDTEIZZ > IR,

FIZAHLIE)H T UonT
LIFLE RO E
fif S H Lo 2
SRR LR > A
b h) DEZEIFLT
ZEHIZR X LOEIXS b,

The speaker continues to address the poet, and “you” the poet now seems to be a

composite of William Wordsworth and D. G. Rossetti. Bansui gives endnotes to let the

reader know he is referring to these two in the following stanza:

In paths through meadows you’ve heard flowers
Singing thoughts that brim with tears;

In empty shells on rocky shores

So many people without voices;

You’ve heard the ocean’s melody

Somewhere deep inside your heart.

RichFE s L X
7% & > DI DAL,
FRIED 9 D H
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The first two lines echo Wordsworth’s “Intimations of Immortality from Recollections of

Early Childhood”:

To me the meanest flower can give

Thoughts that do often lie too deep for tears.

52 Red Lotus Hell (AL3#: guren): The seventh of eight Buddhist hells, in which the cold

causes skin to turn blood red and fall off.

53 Temporary lodgings (X D% £': kari no yado): This mortal coil, a common phrase in

Japanese poetry.
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The reader must know, or must discover, that the context of Wordsworth’s poem
laments the loss of his childlike wonder at a universe pregnant with emotion, whose
phenomena are emanations of its ideal forms. Wordsworth credits the child, not
Bansui’s poet or Lucretius’s philosopher, as the ideal apprehender of the universe.
The allusion to Rossetti is “The Sea-Limits,” a poem that goes beyond

Wordsworth’s meditation on the feelings caused by nature to express the feelings
shared by “the thronging voices of Earth, Sea, and Man,” which all ebb and flow
together, as heard through a seashell:

Gather a shell from the strown beach

And listen at its lips: they sigh

The same desire and mystery,

The echo of the whole sea’s speech

And all mankind is thus at heart

Not anything but what thou art:

And Earth, Sea, Man, are all in each.
Perhaps more than any other reference in Bansui’s work, this captures the sentiment
expressed in the title of the volume, Nature Has Feelings.

Bansui continues to invoke poets from various traditions in a way that gestures

towards a comprehensive, global canon of poetry. His poetic speaker asks the poet:

Whither go the stars that flow DOBLIL HIFT
Into the sky you gaze out on, Whie 2 22z %
Opening the very window of your heart— BT WL %
To the banks of the clear Avon, BETRYDREDAD
To the blooming Tuscan fields, el & 2 v DILDE )
To the wooded shade of Weimar? ZNT7A4 =7 DFRED,

In endnotes to the poem, Bansui explains that Avon, Tuscany, and Weimar stand for
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Shakespeare, Dante, and Goethe. These in turn stand in for all great poetry, a
comprehensiveness of the literary record that matches the comprehensiveness of the
poet’s capabilities of insight. By the end of the poem, however, Bansui has left behind
poetic comprehensiveness. He looks instead to the stars, and specifically the North Star,

for his ideal, before turning explicitly to Platonic philosophers:

The North Star is far, its light is high—
Its rays of hope and color of love
Stand out up there; and in Orion,
Shining up there across his belt
(Symbols of truth, good, and beauty)

—The three stars are aligned just so.

If we could peer straight through the earth,

As though looking up instead,

And gaze at the ten million

Constellations that shine below,

We’d know “the world down here” 54 means naught

And that our world is glorious.

The light of truth and beauty of truth
Are shrouded behind a thin mist;
Hovering in the dark, my heart

Begs of you one thing: your song—
Let your song bloom for the sake

Of orchid’s scent and lily’s hue.

Strumming your bejeweled harp,

Softening the raging storm,

e LEgmE L
Hoh Eot
PIUCH LB EBIED
SRPICOD DT ET
(7 &£ 5213 EHBR)
—DRIZSLNn,
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54 The world down here (I #: gekai): Literally, “the world below.” Bansui commonly

uses this phrase to refer to the real world in contrast to an ideal world or heaven.
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To tender music you convert > DI S5 TS

Its loud and high-pitched din; EDEENERS L
Smiling in the midst of tears, RDI BT > AT
Shining even in the dark— DI BICH TP ET—
As Orpheus did, unbind your soul DPDOANEADETEIA
From its tie to the underworld; BEfflc B 23l 2 iR &

As Pythagoras professed, DPOEYINDIL EZH
Listen to the celestial music; fHIZ=IC B DS % [H] =

As Plato beheld, be overwhelmed PDOT I DRBEZA
By a dream of high ideals! i & AR D BRI,

As a trinity, it is no accident that the Greeks above correspond to the Beautiful, the True,
and the Good mentioned four stanzas earlier. Orpheus the artist and poet represents
the Beautiful, Pythagoras the scientist represents the True, and Plato the philosopher
represents the Good. Returning to Emerson, then, Bansui’s ideal poet is not merely the
Sayer of the Beautiful, but also the Knower of Truth and the Doer (or at least dreamer)
of Good at the same time.55 Such an ideal (in spite of Plato’s expulsion of poets from his
Republic) finally gives a reason for Bansui’s claim in his preface, that “poetry is the

essence of the people, and there has never been a great people without its great book of

poetry.”

Kage: The Reflection of Nature

Bansui’s kage, like Yosano Akiko’s kami (f#: deity) in the following chapter,

means so many things—or nothing. Both of these terms are ciphers, standing at the

55 See “The Poet,” in Selected Writings of Emerson, 305.
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limit for an excess that cannot be described, for links that cannot be confidently traced,
for traces of what is always just out of sight.

Bansui’s poems are as conspicuously populated with the term kage as Victor
Hugo’s poems are with the word for shadow, ombre. Hugo uses phrases like “shadow
that passes” (ombre qui passe)° to describe human existence, therefore making the
ombre highlight the insubstantiality of mortal lives. These two terms deserve careful
consideration of how they overlap and differ. Both can mean “shadow,” but kage can
also mean “figure” or “image.” The Japanese word kage has more varied, and thus
problematic, senses attached to it, ranging from “shadow” to “light,” from “image” to
“reflection.” An English-language reader might even think some of these senses were
antonyms of each other. In a passage of “Evening Thoughts” discussed below, for

example, I have translated hoshi no kage (J£D3%%) as “shining star,” but the kage of a

star could be its light, its image, or its reflection. In an even more perplexing example

later in the same poem, the speaker gazes up at the omokage ([fi5%) of eternity. That

omokage can be the traces, vestiges, image, or even illusion.

Thus, the word carries a stronger indication of phenomenological uncertainty in
the visual image, while implying a separation of image from truth or image from ideal.
Indeed, there is an idealism in Bansui’s kage, something beyond the kage. Yet it can
also seem as if nothing were beyond the kage, because at times kage is often used as a

mere metrical placeholder—nothing more than a shadow of meaning. Or its meaning is

56 From “Ou est donc le bonheur?” (Where then is happiness?), in Victor Hugo, Les
Feuilles d’automne, Les Chants du crépuscule (Autumn leaves, Songs of twilight) (Paris:
Garnier-Flammarion, 1970), 75.
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so shifty that it can stand for whatever it shadows. Is this just a problem for translators

whose target language has no suitably broad equivalent? What are all the meanings of

this word?

We must first confront the orthographic problem. Kage can be written with one

of several characters: [&, i%, %5, 3¢, or #. The first three are roughly interchangeable,

and their meaning is more restricted to the sense of “shadow.” The fourth character is
rarely used in this sense, instead being reserved mostly for its separate sense of

“condition” or “view” of things, as in “scenery” (Ji:: fukei) or “description” (F:
joket). It is thus the fifth character, 57, that causes the most difficulty. Indeed, this is

the character Bansui uses most often for kage. When he does not use this character, he

writes the character in kana (phonetic characters), as %>\F, leaving all the senses of the

word available to the reader.

Shogakukan’s Great Dictionary of the Japanese Language gives the following

senses of kage (5% or 5):

1. The light [J: hikari] of the sun, the moon, a star, a lamp, an electric light, etc.
2. The figure [%&: sugata] of an object made visible by the reflection of light off it.
a. The figure or shape [J%: katachi] of a real thing reflected in the eye.

b. The visible reflection of an object’s shape and color in a mirror, the
surface of the water, etc.

c. The figure of a person not present but pictured in the mind. A vestige
[E D DT omokage].

3. The outline [#ii%f: rinkaku] of an object as shown by its absorption of light.

Also, something regarded as a duplicate of the real thing.
a. The dark shape of an object produced on the side opposite to light by
that object’s obstruction of light. A projection. A shadow [5Zi£Hili:

kageboshi].
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b. Something that always accompanies and is not separated from
something else.

c. In waka, linked verse, No, etc., the connotations or deeper meaning of a
work.

d. A thin, narrow figure. A gaunt figure. Morning light [¥1F: asakage].

e. Something without substance seen palely and dimly.

f. A dead person’s soul. A spirit.

g. Something created or drawn that looks like the real thing. An imitation.
A portrait.

h. The expression on the face of a psychological or inner state, etc. [This
dates only to 1948.]

i. Something without substance pictured in the mind according to fancy.
[This dates to Futabatei Shimei’s novel Ukigumo [%22: Floating clouds,

1887-88.]
j. Something seen or felt because of previous experience of it. [This dates
t0 1900.]57
A crucial attribute of the term kage, then, is that it is the effect of the action of light/
hikari/rayon. We might then posit kage as the image, the phenomenon, not the

substance or ideal.

Now let us return to “Evening Thoughts” (% @ i 0\: Yube no omoi), with which

this chapter began. It is the most explicitly idealistic poem in Nature Has Feelings, and
also perhaps the most tied up with the aforementioned notion of kage. The second of its
two epigraphs is from Tennyson’s In Memoriam A. H. H., in which Tennyson’s speaker
searches for faith beyond what can be verified by the senses and exclaims:

O life as futile, then, as frail!
O for thy voice to soothe and bless!

57 Nihon kokugo daijiten (Great dictionary of the Japanese language), Select edition, vol.
1 (Tokyo: Shogakukan, 2006), 1025. All senses under numbers 1 and 2 are attested as
far back as the late eighth century Collection of Ten Thousand Leaves (J7 %E4E:

Man’yoshii). The first seven senses (a through g) of number 3 also date back five
hundred to a thousand years. The dictionary’s examples of usage are omitted here. A
fourth category of two narrow senses (including an Edo-period rank for prostitutes) has
also been omitted.
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What hope of answer, or redress?
Behind the veil! behind the veil!58

Bansui again invokes the reflection on the water’s surface as a way to highlight
the insubstantiality of images, but this time he plumbs the depths below the surface, as

well. No matter how high the moon rises above, it cannot bring light or joy to the

depths:
Though in the quiet flowing Avon 7RO LOBITT
Coolly swells the moon aloft, TYLHZEEED
The waters at the invisible bottom sob; 20z ZMcEse g
And on the surface of Grasmere, too, TTARAX 7 DOIKMEIZ D
Seeing this world’s images reflected, 905 D RS
I only long for the sea gods?® there. 7o S D 72D LS,

“This world’s images reflected” in the water “move us not,” to use Wordsworth’s phrase
from the famous sonnet to which Bansui points the reader in his footnote. Wordsworth
sees that “we are out of tune” with the wonders of nature:

Great God! I'd rather be
A Pagan suckled in a creed outworn;
So might I, standing on this pleasant lea,
Have glimpses that would make me less forlorn;
Have sight of Proteus rising from the sea;
Or hear old Triton blow his wreathed horn.”¢°

58 Alfred Tennyson, In Memoriam A. H. H., verse 56, stanza 7, lines 1-4. This is the
same verse in which Tennyson famously speaks of “Nature, red in tooth and
claw” (stanza 4, line 3). See Tennyson’s Poetry, 2d ed., ed. Robert W. Hill, Jr. (New
York: W. W. Norton, 1999), 238-9.
59 Sea gods (M 1: kaijin): Bansui gives this note: “Namely, Proteus and Triton. See the
famous poem ‘The World Is Too Much With Us.” (Bansui gives the poem’s title in
English.)
60 William Wordsworth, “The World Is Too Much With Us,” lines 9-14.
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Since Bansui combines Shakespeare and Wordsworth in one stanza, referring to a
specific poem by the latter, one might hope to find a parallel Shakespeare reference to
deep waters that sob. That would balance the first and second halves of the stanza, as
Bansui frequently does. But no particular reference to Shakespeare stands out among
moon or watery sobs. Instead, in the sea gods Bansui identifies as Wordsworth’s
Proteus and Triton, one may hear echoes of the sea-nymphs of The Tempest. The whole
stanza, then, flows towards the lost sea gods. Bansui has, unwittingly perhaps, used
Wordsworth to negate Ferdinand’s father’s “sea-change / Into something rich and
strange.” 61

“Evening Thoughts” does not end as pessimistically as one might expect, in spite

of Byron’s “child of Doubt and Death” and Schiller’s vanished ideals. First, it

equivocates:
In the human world where only ruin prevails, RNDAE I 5 ANDIHIC
At least the flower of love smells sweet. O TIIH DAL

But eventually Bansui compares the onset of reality to the waking of a child:

The infant’s sleep lasts but a spell; MEFDIRD BV E > P
And soon enough the worldly storms approach, POTHEEAMDS S L
The bitter storms to which the child awakes. D2HZEHoLDIET oL,

Note that several of Bansui’s precursors use a similar trope of childhood as carefree and

wondrous, followed by a worrisome and dispiriting adulthood of cheerless

61 William Shakespeare, The Tempest, 1.2.403-4.
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understanding. %> The fourth and final section then reveals a speaker overcome with

emotion, earthbound as he is, at the kind of images that once failed to stir Wordsworth.

Darkened solitary thoughts, DEDBIZOEINT
My stopping shadow and pressing cloud T>TURELHLED
Vanish in the lonely dusk; HBATLRLELYECH
Is it the gracious watch of God?— HOBEDEHL DD

In the sky when green fades out HE DA S RERIT

O how the stars begin to shine! R TH 2L 5 2DDIT,
O shining stars, how dear to me, H>OorLDEDY
In this passing dream, this human world, £ Lt < ADTHIC
Showing traces of Eternity; W TkE, obEREET
As in long ago, when separated HHLobLoFlnTt
Into heaven and earth, forever TrLDE>IZEZ LI
Redolent with youthful starlight. b ERIZH LD,
Lifting my eyes to that eternity HAKB DI %

I am overcome by tears, P IXEICTED D
Gasping after traces of Hope, El 7SS Bh s
Whose image rests beyond the sky, FOVLEEITHINT
Lofty, noble, without bounds, ZDHITIIhITEL S
Fanned by the breath of the soul. 2, OHEITHHED >,
In heaven light, in earth darkness, N ES

And my thoughts hovering between; HMITF XSTHED
Gathering sorrows of the floating world, P DB 2 REFE T

The tempests cried, “Despair!” Ho LM Mgk, &

62 Just among poets already discussed, the trope of lost wonder with lost childhood
appears in Schiller’s “Die Ideale” (The ideals), Wordsworth’s “Intimations of
Immortality from Recollections of Early Childhood,” Byron’s Childe Harold’s
Pilgrimage, Hugo’s “Ou est donc le bonheur?” (Where then is happiness?), and
Tennyson’s In Memoriam A. H. H.
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Revealing faintly the glory of God, HDIEEE 1ZDAHET
The stars whispered, “Hope!” BI>vEhm THXL, &,

The poem thus ends by placing thoughts between an ideal heaven and the real world of

9«

dust down here. The linguistic traces—the tempests’ “Despair!” and the stars’ “Hope!”—

reach the speaker’s thoughts between the real and the ideal.

Echo as Kage

In “Evening Bell” (&##: Bosho), %3 the echo of the bell takes over the role played

by kage in many of Bansui’s other poems. The traces of phenomena are auditory
echoes, not visual reflections—Echo, not Narcissus. It begins with an epigraph taken
from Hugo’s “To Louis B.” (A Louis B.) in Songs of Twilight (Les Chants du
crépuscule).®4 The epigraph establishes sound as the primary sense:

The bell! Echo of the sky set close to the earth!

Rumbling voice that speaks beside the thunder,

One made for the city, the other for the sea!

Vase full of murmurs that empties itself in the air!
Hugo: Songs of Twilight%5

63 “Evening Bell” first appeared in the April 1898 issue of Imperial Literature, along
with “Stars and Flowers” (/£ & {6: Hoshi to hana) and “The Eagle” (&: Washi), grouped

under the title “O Echo of the Flute” (G&Hi#7iH: Aa fue yoin). Note that both flute and

bell are played by humans yet transmit an otherworldly sound. In Nature Has Feelings,
“Evening Bell” is the last poem.

64 See Victor Hugo, Les Feuilles d’automne, Les Chants du crépuscule (Autumn leaves,
Songs of twilight) (Paris: Garnier-Flammarion, 1970), 226.

65 The stanza is given in French at the head of Bansui’s poem:
La cloche! écho du ciel placé pres de la terre!

Voix grondante qui parle a c6té du tonnerre,

Faite pour la cité comme lui pour la mer!

Vase plein de rumeur qui se vide dans 1'air!

138



The overlap between sound and sight is not quite synesthesia; rather, sound
complements vision as the ideal complements the real. Hugo’s “echo of the sky set close
to the earth” hints at the complementarity. The four lines extracted from Hugo
introduce the theme of the sound of the bell, a sound that seems to spill either from an
ideal world into the real world or from the real world into an ideal world.

To be more specific, the sound of the bell is like a voice, whether of a person or of
a god. In the lines following Bansui’s excerpt, Hugo remarks on “this bronze animated
by God himself” (cet airain par Dieu méme animé). The thunder speaks to the sea as
the bell speaks to the city. Yet if the bell is the echo of the sky, then it is not the original
sound. “Evening Bell” addresses this directly in the third stanza: “Echo of heaven, cry of

earth” CKDRZH DML TY). The sound of the bell may come as an echo from another

world, but it also serves as an auditory, temporal accompaniment—not a visual, spatial
guide—to those who listen (back?) to that other world, or on into infinity. Hugo’s poem
adds a layer of irony to the bronze bell: the bronze stands for a statuesque ideal of
heroism that cannot be achieved. One climbs the bell tower, the “holy tower where
thought is mixed into granite, / Where man lays his soul, where the bird makes its
nest!”% But each traveler in turn profanes the bell:

Everywhere impure words engraved in the metal

Interrupt the inscription it was christened with.

One can make out also, on its chiseled top,

A ring of jabs by a mutilated knife.
Each, on this bronze animated by God himself,

66 “Tour sainte ou la pensée est mélée au granit,
Ou I'homme met son ame, ou l'oiseau fait son nid!”
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Has dug a furrow where nothing sprouted!”
The bell itself then becomes the human soul, according to Pierre Albouy: “In a word, the
bell is no longer the symbol of the soul; it is the soul itself, the bell-soul.” 68

It is tempting to define “To Louis B.” as the “base poem” (4%ik: honka) on which

Bansui builds his own poetic meditation, in the same sense that a poem from the

Shinkokinshii (F1 i 4 FlI#EE, compiled 1205) era might build on a Kokinshii (i 4 H1#K
££, compiled ca. 905) poem. Indeed, the historical endorsement of the practice must be

considered when interpreting the intertextual tactics of shintaishi poets. Poets like
Bansui and Toson who sought inspiration in modern poetry from the West were not
really breaking with Japanese tradition; rather, they were expanding what it meant to be
literate in poetry by seeking cultural currency on a new international exchange. Yet a
long poem like “Evening Bell” cannot have the same effect on the reader by
incorporating a long honka like “To Louis B.” First, in the waka tradition, the brevity of
both the honka and the new poem leaves the intertextual relation more potent and
suggestive. Second, few readers of “Evening Bell” would have been able to recognize or
understand the significance of the original. Thus, instead of extending the shared

patrimony of literati, the poem only displays the poet’s mastery, to the detriment of the

67 Partout des mots impurs creusés dans le métal
Rompaient l'inscription du baptéme natal.

On distinguait encore, au sommet ciselée,

Une couronne a coups de couteau mutilée.
Chacun, sur cet airain par Dieu méme animé,
Avait fait son sillon ou rien n'avait germé!

68 Albouy also reminds us that Hugo wrote often of church bells. Pierre Albouy, in
Victor Hugo, (Euvres poétiques, 1453-1454.
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reader. The appearance of such a display was the price a poet like Bansui had to pay to
take poetry in a new direction. 9

“Evening Bell” opens with a series of images that demonstrate the reach of the

sound of the bell:
The bird in evening’s forest roost, HFOh{ oI EZ
The traveler in the foothill village, BoOHIKAZ
The body in the silent grave, FRITESEICEENS R
The spirits7° in the dark of dream paths— OB HDOL %
Ring and deliver them, evening bell! KD CTETE D,

The bell tolls to mark not only the end of day, but also the end of deeper time,

generations or ages:

Spring’s hillside petal showers it beckons, HTILDES > &

And pattering rain on autumn leaves; KIEZED WD

In concert with the winds of hell”* FHHATCHL DL E N
It tolls the twilight of the ages. BEE HICIBD P E T,

Bansui then echoes the first line of the epigraph from Hugo above. Bansui’s line implies
a copula—the echo of heaven is the cry of the earth, while Hugo’s more explicitly shows
the spatial relationship of heaven and earth. With its symbolic representation of the
passage of time, the bell summons varying emotions relating to past and future:

Echo of heaven, cry of earth, K DIREBE D L} X

69 At the same time, it is the reward for sophisticated readers who recognize or hunt
down those meanings.

70 Spirits (& ® 2 & : ametsuchi): literally, “heaven and earth,” that is, the universe, but

also shorthand for “the spirits of heaven and earth.”

7+ Winds of hell (3))&: gofu): a Buddhist term.
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Sound of spite or sound of comfort,
Sorrow for the pain of what has passed,
Or joy that beckons what may come,
Warning of impermanence,

Or chanting voice proclaiming hope?

When at parting sleeves are heavy
At the gate of friendship’s palace,
When reminiscences lie thick

In bleak dew midst the castle ruins,
When thinking of the formless sky
The saint72is silent at the window—

Raising its voice to the sky

RDE DR D D>
< B 2 G Al A
KDz EURD

EzIETVELODR

Lzl < BEE D,

KEMEOBIXL 1
MNDOREE & Z
BRIHDYED L 1T
HEhEOBELITE L Z
HIEHRT E RO
WRORZHES L =
K2 CEDH T

Now sounds the evening bell. Sld LM RNE D,

Bansui then catalogues the changing places and moods over which the bell
resounds. Here his poem resembles Hugo’s “To Louis B.” The language is full of
repetitions and paired words. The repetitions echo as if imitating the tolling of the bell.
The paired words range from clear opposites (“sadness, tears, and suffering” are
opposed to “laughter, pleasure, and delight”) to more provocative juxtapositions.
“Grief” and “death” are paired with “poetry” and “music” (written with the character for
“joy”). Poetry and music are meant to be heard. The flowers of city boulevards are
echoed in the foam of the rocky shore. The most poignant pairing is of sound with
silence: the “innocent ears of children” with “mute beds of mounded earth.” Whatever

wisdom the dead under mounds of earth might have to pass to the innocent children, it

72 Saint (824 : shoja): Though the term is also used for Buddhist and Christian saints,

Kubo believes this refers to Plato. Kubo, Doi Bansui, 177.
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is left to the bell to deliver. These mounds become the vessels in which the evening bell

echoes, and their emptiness pronounces the death of their inhabitants. Hugo’s “vase full

of murmurs” thus “empties itself” not only “in the air” but in the soil.

Where people dwell and where they go,
Where there is grief and there is death,
Where there is poetry and music,
Where sadness, tears, and suffering,
Laughter, pleasure, and delight

Pass from one on to the next.

On city boulevards with flowers,

In villages beneath thick clouds,

On rocky shores beset with foam;

In the innocent ears of children,

And on mute beds of mounded earth,

The evening bell resounds alike.

MNELEZATCEZA
BLEIEDHDHEZH
WEgELtohbs LA
W, BB, BEZ PR
B, BUO, OLAL
HIZBHY DL EZ A,
HREEDIED DT
HEEEEIOH
AT 5 ik,
LOBETOHIZL S
R DOBFEDIKIZL D
FLCECEDH,

Returning from the extended pursuit of all the places the bell’s sound reaches, the

poem then retreats into a pair of short, contemplative stanzas, each of which resembles

a classical tanka in its content: an opening observation of a moment, followed by the

reflection of internal moods related to that observation.

On a hill, recalling to mind73
The lone flank of a wafting cloud

That wandered over the city skies

ERGOHIIOLED
T T DA <
#HDREIZI T 5D

73 On a hill, recalling to mind (& L @ 523 @ _I+: omoi shinobu ga oka no ue): This is a

wordplay combining omoi shinobu (“recall to mind”) and Shinobugaoka (the hill on

which Tokyo’s Ueno Park stands). Kubo, Doi Bansui, 178.
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Far from the springtime in the castle town,74 BLOEDRED

I, too, hear the evening bell. bbby OFEEHE L,

As crows gather in yonder woods FOBEXICH DT
Amid the setting sun’s soft light, AHAROHHEE

At the tolling of the bell HRT-DFRIZ D BB &
My thoughts rise up LoD b THEAKS
And flock together restlessly. z S Al b,

In a mood reminiscent of the conclusion to “Evening Thoughts” above, the speaker
engages in a dialogue with the phenomenal world. Once the din of the world fades

away, the bell will carry the sound of a noble, ideal spirit.

Reverberations shake again HEDIRAZRZELD
The waves of the once hushed sky x5l > VB LT
And resound from cloud to cloud, BIDEIZEIADL
To die out faintly, far away BRERD T D> 12 <
From the ears of the floating world; RO HICHiw 5 & b
Yet know outside the formless heavens, L 2 HERDRKDH
Hearing this world’s babbling dreams THROEBEDI T L%
In the echoes of the bell, PIRDFEIZE > EH A
A high and noble spirit exists. EME, BXEHD L,

The speaker then tries to converse with the bell and interpret its message. He thinks he
hears an earthly soul calling out to him, yet this does not resolve his confusion of hope

and despair.

Do you climb an eternal throne, KEDREZ D E DT T
Weaving through a crowd of angels? 2D 17 2 TR, D

74 Castle town (FIkt% T : gojoroka): literally, “the watchtower of the five castles,” that

is, Sendai. Kubo gives a Tang poem as the source of this epithet for Sendai. Kubo, Doi
Bansui, 128-129.
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O bell, what is it you cry out
Through the gates of light?75

That darkness of this world is deep,
And sorrows of saints never cease—
That flowers of this world are fragile,

And tears of poets never dry?

Along, faint, and distant sound

Even now keeps calling out—

Does some voice of an earthly soul
Cry out from the eternal depth?—

“I, too, have floated on a boat

Tossed by tempests of this world,
And with the port of spring so distant
I sank halfway along the voyage.”

Do not bemoan the world’s bleak fate.

Pulling the infinite future behind me
And seeing the infinite past ahead,

I am doubtful here and now,

I am hopeful here and now.
Laughter, pleasure, suffering,

Light and darkness weave together;
And so the evening bell might chime
A melody of this floating world.
Thus the thoughts of foregone souls

Blend with thoughts of souls to come,
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75 Gates of light (6D [ J7: hikari no mon no to): Kubo cites the beginning of Book III

of Paradise Lost, the relevant part of which follows: “till morn, / Waked by the circling
hours, with rosy hand / Unbarred the gates of light” (lines 2-4). In spite of the tenuous
contextual connection, the imagery of heaven
this passage. Kubo, Doi Bansui, 179.

gates of light” could indeed come from



Connecting wellspring to the sea

In one great flowing river.

The storm at dusk blows from the east,
The waves of western clouds approach;
Often gathering in this hollow

They say nothing to each other;

When the two part once again,

Perhaps the storm will cry out, “Secret!”

How often have I laughed to think
That human lives, ideals, and secrets
Are the poet’s dreams and fancies!

As the wishing star vanishes

In the radiant midday light,

The floating world is cloaked in dust—

I know not what is sin or filth.

Ringing out at every nightfall
Through the dust-deep world of men,
The evening bell tolls of a world

Of infinite, eternal gods;

Can it summon tears of passion

As it gives its wordless sermon

To a world awash in filth

And distant from its headwaters?

RN D
REMMBEOHSTE,

MLPHEDYHS L
THTHPHDEDWK
POHFZRIZED T
LidLizticE bzl
STeOoHUE % &
W, LSS T,

NAE, BEAR X700
MADE L EELE
BEOLLEOVO D,
FO5DMD P ET
HORDHW S T L
OB EANTIE
JEDEH O NHI S T,

HEEREE ANDHD
HET LB HIFT
TEBRAK B R D i 2
ZLoECr8DOH,
T Tlcm LT
2 C B RofIC
WEDOHED D> b
BEDWEHEN 5D,

Bansui geographically synthesizes East and West while religiously synthesizing
Buddhism and Christianity. First, he cites an early example of the symbolism of a
temple bell: the Gion temple bell in India, which is famous in Japan for tolling the

impermanence of all things in the opening lines of The Tale of the Heike (-2 ¥
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Heike monogatari).”® The Gion temple is then paired with the tower of Saint Sophia,
which could be one of any number of churches in eastern Europe but may refer to the
Hagia Sophia in Istanbul. The evening bell is neither of these, but instead an ideal bell
not to be found anywhere in particular. After all, it is not the bell itself that catches
attention, but the sound coming from it that permeates the world. (Compare this to
Hugo’s “To Louis B.,” in which the bell is the voyager’s destination, and thus described
in detail.) The religious traditions are then practically united in the phrase “Vulture

Peak and the Mount of Olives” (FEHIE: ryojukanran). Vulture Peak, in central India,

is said to be where Gautama Buddha preached the Heart Sutra and the Lotus Sutra to
his disciples. The Mount of Olives, in Jerusalem, is said to be where Jesus Christ taught

his disciples and later ascended to heaven.

The eaves of Gion Temple rot, KB 2 DEFT B C
Where only liquor’s stench wafts up; HIHDOFED AL LD
The tower of Saint Sophia crumbles, v b, VeEYDERNT
While gospels flatter vulgar folk. REMICIHS S &b
Listen! Within the evening bell EFY DD ) L

The great and venerable way TEMHIE I LD

Of Vulture Peak and the Mount of Olives! mE, BEIEOE,

76 The Tale of the Heike begins, “In the tolling of the Gion Temple bell, there are echoes
of the impermanence of all things” (IS & DFD R, FEITHE OEZ H 1 : Gion

shoja no kane no koe, shogyo mujo no hibiki art). The opening paragraphs of The Tale
of the Heike also synthesize the known geography of the time as lessons from Buddhism
and Confucianism: first the temple bell in India, then the fall of Chinese rulers, and
finally the introduction of Taira no Kiyomori’s (*F-1# 5%, 1118-81) rule.
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At twilight, rife with nature’s feelings,”” KMAEBEDOY % i

No traces of the phoenix tower OPBEDEI DT

When I wake from dreams of glory; JEFE O DR D 72 <

The flower, its scent, the evening moon— HANAEION A= RS

How fragile is this springtime world! 9D > IEEEHEDOMHP
The mists atop the mountain lift, ELEOERLLEDT

And though the sleeves of fairies’ robes TENDAIL DT A D

Are left embittered by the storm, chs Lizo6< £
A musical sound faintly rings THIR, Oz w2303 T
And stirs the bosom of Nature— 2D OB DR

That one sound is here at hand. ZO—HIZI>IIH b,

As in “The Universe and the Poet,” Bansui ends with the direct invocation of ideals. But
rather than being “overwhelmed”—also translatable as “intoxicated”—“By a dream of

high ideals,” here the bell has a sobering effect on those too moved by flowers and stars:

Heaven’s majesty, earth’s beauty, RO R D L

Flowers fragrant, stars atwinkle— DAL LCETH T

The skill of Nature changes not, THR) DIz AFLhE
But troubles are constant in this world. b5 OMEL I Z T LT
When dreams of ideals disappear, HEDEZDIHEW 5 £ 1%
Ring evermore, unceasingly, AT HETE I LA
Uniting earth’s and heaven’s sounds, IR K ALY 1R 5

Voice of the bell at sunset! W5 AHDFEDEE,

As in “Evening Thoughts,” the poet seeks a balance between the real and the ideal,

77 Nature’s feelings (KA % Tenchi ujo): This is the proximate source of the title of

Bansui’s poetry collection. Bansui’s own source for this phrase is unclear, although it
appears in a poem from Mori Ogai’s (&4}, 1861-1922) 1889 collection Vestiges (R Ek

5: Omokage). The four characters of this phrase have emphasis marks next to them in

the original; I have underlined them here.
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though here the real is understood to be a process of changing ideals. The bell is the
symbol that unites the two, even though it is just an echo of both.

Finally, to incorporate our discussion of kage into the idealistic use of structure,
there is a “shadow” in the title Tenchi ujo. That shadow takes the formless form of a
missing complement. “Heaven” and “earth” complement each other, but in the
predicate “feelings” stands alone. One possible complement of “feelings” (or “passion”)

is “reason” (#: ri). Reason stands as a counterbalance to passion. Moreover, the
shadowy reason absent from the title recommends itself in the term tenri (KE:

literally, heaven’s reason or law), a term current in the Meiji period that refers to
“nature” in its sense of “the order of the universe.” Does the absence of “reason” in the
title suggest that heaven and earth do not have reason? It is not that tenchi ujo implies a
denial of a natural order of things, but that an informed reading of that phrase ought to
interpret the significance of “nature’s feelings” in part by appreciating the contrast with
“nature’s reason.” At least, that is what we might expect of the ideal reader, a shadowy

figure who has receded into the past with Bansui.

Conclusion: Idealized Nature, Not Naturalism
Gregory Golley writes, in his book on Japanese literary modernism, “Within a
generation, written language had come to be understood, above all, as a tool for

expressing interior states or for representing external reality.” 78 Bansui emphatically

78 Gregory Golley, When Our Eyes No Longer See: Realism, Science, and Ecology in
Japanese Literary Modernism (Cambridge: Harvard University Asia Center: 2008), 55;
emphasis in original.
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does not go in this direction, and instead he embraces idealized language for
transcendental experience. His poems are thoroughly idealistic and build on allusions
to history and other great poets. Bansui uses general or universal archetypes, such as a
grave, darkness, or storms. The descriptions are rarely precise or uniquely defining.
When he does point to specific places, they are usually famous, such as Kunlun or the
Rhine. They remain vague enough in their material description that their literary force
must do the work. The misty hills of Yoshino are not portrayed with enough specificity
to overcome or overpower the intertextual force. Not only does he continue to idealize
“nature,” but he expands and layers his descriptions with historical and literary
allusions.

In doing so, Bansui tries to take long flights “through the immeasurable all.” But
in “The Universe and the Poet,” he ironically distances himself from the direct poetic
experience, instead calling on the insights of other poets, the way Lucretius calls on
Epicurus for his insights. Bansui populates his poems with portions of other texts, or
even just allusions to other texts. He also uses direct and indirect references to the poets
themselves in his own poems. Perhaps, then, we should say that Bansui has traveled
through the immensity of poetic artifact, not nature. These poetic artifacts are poetic
ideals for Bansui. By leaving traces of other poets’ works in his own poems, Bansui
invites his Japanese readers at the end of the nineteenth century to venture through the
immensity of poetic artifact themselves—an immensity expanded beyond anything they
had had access to before. But his vision of poetry is not simply to cobble together the
best of the past from its diverse sources; instead, his work speaks passionately to the

agglomerative role of each new poet in illuminating the human condition.
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The effect is that tropes and allusions become twice removed from naturalistic
description: first as idealized vision, then as idealization of poetic perception and
description of phenomena. Based on this, we might say that Bansui was unusually self-
conscious of the irony of the medium and his practice of it. The irony here involves the
not saying, the absent, and even intertextual allusions (as those allusions are capacious
carriers of irony and contradiction). Irony, like absence, increases with structural
assistance. That structural assistance can be in the poem’s form, or in the rhetorical
canopy provided by the content (such as intertextual allusions). The form and the
content (should we feel obliged to list them separately) cooperate to give us
miscommunication, paradox, contradictions, lacunae, multiplicity, and heteroglossia.
We are therefore left with a palimpsest of styles of varying provenance. In such
variation itself there is irony, all the more so in the case of poetry that is exalted as direct
transcription of observation or of unmediated emotion.

Bansui thus uses allusion in the service of idealism. Allusion to other texts or
experiences evinces the primacy of idea over observation, as the poet recalls similar
circumstances or the same place. Even the famous “Moon Over the Castle Ruins” has
this as its main feature: the castle is not what it was, it lacks something it had long ago.
The text supplies a presence for what is absent, a presence of absence. Kage and echoes,
Bansui’s quintessential visual and auditory textual markers of absence, are especially
powerful rhetorical tools for portraying the mediation of nature by texts, intertexts, and
ideals.

The mediation of other poets’ words, other poets’ inspiration and imagination,

brings to the fore the use of language itself in its structural sense of difference. So much
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for some putative “privileged access to nature” of the poet. Nature is itself a mere kage.
Ironically, then, it is language itself, the mediating tool between subject and object,
between textual artifact and reader, signifying anything but full of only difference itself,
that Bansui exalts as the universal, lasting treasure of humanity in the floating world.
By invoking other poets, Bansui takes the role of an ideal reader, not an ideal poet,

reflecting what light he can for fellow readers in the shadows.
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CHAPTER THREE: TANGLED KAMI: YOSANO AKIKO’S

SUPERNATURAL SYMBOLISM!

Virtue, on the contrary, is artificial and supernatural, since gods and
prophets were necessary in every epoch and every nation, to teach virtue
to bestial humanity, and man alone would have been powerless to discover
it. Evil is done effortlessly, and naturally, by fate; the good is always the
product of some art.

—Charles Baudelaire, “In Praise of Make-Up”2

Of good and evil FLHLIZ
ask the person BDRED

on the farther shore— AT E A

As for me, I ride D R E
and frolic on the stormy wind DY THEERD

—Yosano Akiko, Waves of the Blue Sea3

My goal in this chapter is to contribute to our understanding of how Yosano Akiko’s (5-
AT LT, 1878-1942) first poetry collection, Tangled Hair (# 72 #15%: Midaregami,

1901), stimulated and confused readers, by focusing on one of the most significant, and

largely overlooked, patterns in Tangled Hair: the presence of supernatural figures,

! Midaregami, the title of Yosano Akiko’s first poetry collection, means “tangled hair,”
but by replacing the character for “hair” (2: kami) with the character for “god/

divinity” (fi: kami), we get a homophone meaning “tangled gods.”
2 “Eloge du maquillage,” in Flowers of Evil and Other Works / Les Fleurs du mal et
ceuvres choisies: A Bantam Dual-Language Book, translated and edited by Wallace
Fowlie (NY: Bantam Books, 1964), 201. Emphasis in original.
3 I Seigaiha, 1912.
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symbols, and concepts. Approximately one-fourth of the 399 tanka contain references
to divinities, sin, shrines, priests, or religious texts; those references may be Buddhist,
Shinto, or Christian—it is not always clear which. At the same time, the religion remains
abstract: sutras stand for traditional values and wisdom, but nothing more specific;
sensuality is sinful, but the reasons for this are unexpressed. The references to religious
sources of morality and wisdom stand out even more in the collection because their
newness, ambiguity, and sometimes even obscurity resist easy interpretation. They are
a large part of what is new, and therefore what is difficult, about Tangled Hair. Thus,
any thorough examination of the poems must account for, or at least acknowledge, the
presence of these stumbling blocks.

Of course, sex and the supernatural are a fraught combination. It is not just the
sex in Akiko’s poems, although they certainly are more explicit than their precursors; it
is particularly the investment of supernatural, religious, and moral meanings in matters
of sex that causes the spark to ignite in the reception of these poems. The poems stand
both sexual and religious mores on their heads. Carnal desire is more than just physical;
it is spiritual, and it is augmented by the multiple, tangled religious associations to
which the individual tanka of Tangled Hair commit to different degrees. Religious
practice, meanwhile, does not ignore the physical component; if ascetic practice can be
spiritually enlightening, then how much more enlightening can sexual awakening be!

Poetic conjurings of the supernatural provide a valuable window onto poetic
ideals of nature. The supernatural is not simply that which is above or beyond nature;
rather, it is a means of establishing the normative boundaries of nature as a discursive

category. Nature, meanwhile, is a category that can be summoned as evidence of a
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metaphysical order. Therefore, when Akiko tests the limits of traditional mores and
traditional poetic practice with her multifaceted, ambiguous, and contradictory use of
supernatural symbols, she undermines both nature and the supernatural, and this
introduces an ironic critique of those categories.

Akiko expands the scope of what her tanka can do by creating friction between
her religious metaphors and her sensuous descriptions, but this is not to say that her
poems, even those poems loaded with religious terms and ideas, are what we might call
religious poems. For this reason, it seems wise to distinguish them as supernatural
rather than religious, though of course there is often overlap.4 Consider T. S. Eliot’s
distinction on religion in literature: “For the great majority of people who love poetry,”
he writes, “religious poetry’ is a variety of minor poetry: the religious poet is not a poet
who is treating the whole subject matter of poetry in a religious spirit, but a poet who is
dealing with a confined part of this subject matter: who is leaving out what men
consider their major passions, and thereby confessing his ignorance of them.”5 For

Akiko, religious poetry might have seemed an impossible categorical distinction, outside

4 The English “supernatural” is not meant to translate the Japanese #8 H 7419

(choshizenteki) or any other word, but simply serves as a more malleable term for the
metaphysical, religious, or fantastic.

5T. S. Eliot, “Religion and Literature,” in Selected Essays, new edition (Harcourt Brace
Jovanovich, 1932); reprinted in Religion and Modern Literature: Essays in Theory and
Criticism, edited by G. B. Tennyson and Edward E. Ericson, Jr. (Grand Rapids, MI:
William B. Eerdmans, 1975), 22-23. Emphasis in original.
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the genre of freshly translated lyrics to Christian hymns.® Akiko’s poems do not confine
themselves to religious themes, but rather use a variety of religious tropes, from a
variety of religious traditions, to aim directly at men’s and women’s major passions. By

far the most common of the many signs is kami (ffi: deity or spirit): the term appears in

nearly half of the Tangled Hair poems with supernatural symbolism, and this chapter
examines her problematic use of the term. To preserve the ambiguity of the term kami,

I have left it untranslated. The other terms highlighted in this study are riso (FH:
ideal) and tsumi (JB: sin). Together, the diverse spiritual interlocutors, intangible

ideals, and actions and passions marked as sinful pull the reader in multiple
metaphysical and intertextual directions. Like Shimazaki Toson and Doi Bansui, then,
Akiko enriches her poetry with anti-realist, allusive verses. Unlike their poems,
however, Akiko’s brief tanka ecstatically contradict each other and leave readers with

riddles unanswered.

Supernatural Obstacles and Outlets
The Tangled Hair poems achieve extra resonance by creating linguistic and

interpretative obstacles while dismissing the traditional and moral obstacles. They force

6 As Kiyomi Morioka reminds us, it was only in 1900—the same year in which the
Tangled Hair poems began appearing—that Anesaki Masaharu (filili 1E35, 1873-1949)

first used the term “sociology of religion” in Japan. The sociology of religion indicates a
more scientific approach that tries to distance itself from its object of study. To lack this
self-consciousness is in fact to allow supernatural power to flow through the poems. It
may also account for why the supernatural aspects of the poems have so far been mostly
overlooked. Kiyomi Morioka, Religion in Changing Japanese Society (Tokyo:
University of Tokyo Press, 1975), 171.
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readers, then, to share in the enjoyment and anxieties of the poetic subject’s moral
transgression. The building up and breaking down of obstacles, which the speaker and
the readers must then transgress in their different capacities, contribute to a tangled
effect. But the distinction must be made that the resulting confusion (phenomenological
uncertainty, moral judgment) primarily rests with the reader, and not with the speaker,
much less with the biographical author, Akiko herself. The complete poetry collection,
meanwhile, presents an appearance of unity that is itself an obstacle to understanding
the disunity of the poems. I shall therefore address in the present chapter both the
obstacles to interpretation that biographical criticism presents and the obstacles of
coherence that the poetry collection as a whole creates.”

From a utilitarian perspective, meanwhile, the prevalence of religious and
supernatural symbols plays an important role in giving depth to verses of limited
syllables. If stale tropes and allusions are to be jettisoned—along with the classical
education readers once needed to appreciate them—then tanka must either inject new
figurative language or be stripped down to pithy models of understatement. The latter

is what Masaoka Shiki (1E[]1-#1, 1867-1902) embraced in his “sketching from life” (5-
*:: shasei) method, by which he removed traditional obstacles without erecting new

ones. For this reason, I have found that his poems require far less intervention for

today’s American readers.

7 Single-author poetry collections, which began to enjoy a boom in publishing in the late
1890s, replacing the multiple-author works of the previous two decades, foregrounded
their authors and gave the collections an impression of unity of conception inseparable
from the individual poems. This is in spite of the fact that all of the major works
contained poems that had previously been published, either singly or in groups, in
magazines and newspapers.
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Scholars have mostly passed over Tangled Hair’s supernatural references,
apparently because Akiko herself was not religious, and biographical explanations
would not be able to account for them.® In addressing this paradox, I shall also draw on
facts and circumstances of Akiko’s life, facts that it would be foolish of me to renounce
in a narrow adherence to the death of the author. Yet while my analysis stems from the
seeming contradictions of Akiko’s biography and poetry—or, more accurately, from the
gap left by scholars who avoid addressing the contradiction—the analysis itself does not
depend on these facts and circumstances.

Surrounding the facts and circumstances of Akiko’s life, and important to our
treatment of the supernatural symbols in her poetry, is the swelling influence of
Christianity, especially among writers and educators in the Meiji period (1868-1912).
Women'’s rights and education were pushed to the foreground in significant measure by

Christian reformers like Iwamoto Yoshiharu (B4, 1863-1942), who helped found
Women'’s Learning Magazine (#4585 Jogaku zasshi) in 1885. The Literary World
(CCF 5L Bungakkai) group that split off from it in 1893 was also largely Christian,
including members such as Kitamura Tokoku (ALAiZE%¥, 1868-94) Shimazaki Toson (/5
IR A, 1872-1943), and Hirata Tokuboku (C(EFHFER, 1873-1943). In debates over how

Japan ought to modernize and how gender roles ought to change, Christianity was seen

to “safely” circumscribe the roles of women in a modernizing society. As Rebecca L.

8 Akiko had an interest in the Bible and Christian hymns when she was fourteen or
fifteen, and her mother was a devout Buddhist. She herself never shared any of these
beliefs. Itsumi Kumi, Midaregami zenshaku (Complete interpretation of Tangled Hair)
(Ofusha, 1978), 189.
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Copeland maintains, the conversion and Christian education of women was considered
crucial to combatting “what these missionaries perceived as the nation’s immorality,
namely sexual promiscuity, prostitution, and concubinage.”? At the same time,
Christianity played a progressive role by championing some limited emancipation for

women, and this is in large measure related to the idealized discourse of love.

Ren’ai
Love as a discursive construct underwent significant changes in the Meiji period.

I resist the notion that because the phrase ren’ai (2% : love) only came into common

usage in the Meiji period, no such feeling or concept existed in Japan until then. What
is worth noting is that when the discourse—and vocabulary—on love did begin to
fluctuate in the early Meiji period, religious ideals played a significant role, especially
the moral and metaphysical attributes of love linked to Buddhist and Christian beliefs.
Before Christianity arrived, however, as Janet A. Walker writes,

In Japan it was Buddhism that attempted to civilize and in a sense defuse
the demonic power of love, by characterizing it as a dangerous “darkness
of the heart” (kokoro no yami). . . .Heian poets, however, often seemed to
hold an opposing view: that the experience of love, by its very intensity,
causes the lover to reject the Buddhist designation of enlightenment as
positive “reality” and love as negative “attachment” or “appearance,” and
to posit the dreamlike, blissful experience of love as the highest, indeed the
only, reality.©

With the Meiji Restoration of 1868 came increased enthusiasm for translations of

9 Rebecca L. Copeland, Lost Leaves: Women Writers of Meiji Japan (Honolulu:
University of Hawai‘i Press, 2000), 11.

10 Janet A. Walker, “Conventions of Love Poetry in Japan and the West,” The Journal of
the Association of Teachers of Japanese 14:1 (April 1979): 31-32.
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Western works, but, as Yanabu Akira points out, love was not a prominent theme in
early translated works. In that “masculine era” of the late-Tokugawa and early-Meiji
periods, when men were mostly concerned with building a nation, as Yanabu describes
it, the few novels that were introduced were adventure novels like Robinson Crusoe and
political novels.

“For many Japanese writers,” though, as Indra Levy writes, “the discourse of love
was one of the most radical and exciting aspects of modern Western literature.”*? That
discourse extended to “religious, ethical, and literary ideas embedded in the Western

sign of love”—translated as ren’ai—that could not be conveyed with the terms iro (&) or
koi (Z%), which according to Levy “do not assume a division between body and soul.”

Eventually iro came to be associated with physical desire, and koi came to be a synonym
for ren’ai.®s

Yanabu traces the word ren’ai to foreign-language dictionaries such as an
English-Chinese character dictionary of 1847-48, but he finds its first use as a

translation word by Nakamura Masanao ("1} 1E[E, 1832-91), in his 1870-71 translation

of Samuel Smiles’s (1812-1904) 1859 work Self-Help.'4 The use of the word ren’ai did

not become widespread, however, until Iwamoto’s 1890 review of a translation of

Yanabu Akira, Honyakugo seiritsu jijo (How words have come to be translated)
(Tokyo: Iwanami shoten, 1982), 96.

12 Indra Levy, Sirens of the Western Shore: The Westernesque Femme Fatale,
Translation, and Vernacular Style in Modern Japanese Literature (New York:
Columbia University Press, 2006), 134.

'3 Levy, 134.

14 Yanabu, 90-91.
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Honoré de Balzac’s (1799-1850) The Lily of the Valley (Le Lys dans la vallée, 1835).
Iwamoto’s review helped confer on ren’ai the sense “to love from deep within the

soul” GEL BL [V 7 V] & D BT % fukaku souru yori ai suru), appropriately chosen
instead of a “common Japanese word full of impure associations” (ANFRDOHE [7 v V) &
I— a V] ITED 5 HAMHB DT : fuketsu no assoshieeshon ni tomeru Nihon

tstizoku no moji).’5 Levy concurs that the “spiritual aspect [of the term love] was given
primary emphasis in the process of translation into Japanese.”'® From then on,
Christian ideals of spiritual love became prominent. The Christian writers Iwamoto and

Yamaji Aizan (111#%111, 1865-1917) engaged in a debate over the proper place of
romantic love. Aizan appealed to ren’ai in “The Philosophy of Love” (Z8% D #%: Ren’ai

no tetsugaku), an essay published in Women’s Learning Magazine in 1890: “Ah, love,

that causes a revolution in people’s spirits [\[»3%: shinrei] and bodies!” and, folding that

love into the discourse of the family-state: “Love, that binds the family and solidifies the

state!”?7 In a subsequent essay called “Anti-love” (JEZR%: Hi-ren’ai), however, Aizan

claimed that love was incompatible with great achievement.'® ITwamoto, on the other

15 Yanabu, 95-96.

16 Levy, 134.

17 Yamaji Aizan, “Ren’ai no tetsugaku” (The philosophy of love), Jogaku zasshi
(Women’s learning magazine), no. 240 (Nov. 20, 1890); quoted in Kono Kensuke, “Joshi
kyoiku to Wakanashii: Ren’ai no seijigaku” (Girls’ education and Seedlings: The
political science of love), Nenkan Nihon no bungaku (Studies in Japanese literature),
vol. 2 (Dec. 1993), 29.

18 Yamayji, quoted in Kono, 29.
161



hand, defended love as something “sacred” (f122: shinsei) based on mutual respect

between equal partners.'?
These debates provide the necessary context to Kitamura Tokoku’s epoch-making

essay “Pessimistic Poets and Women” (JBRIEEFSR & Zc1E:: Ensei shika to josei), which was

published in two issues of Women’s Learning Magazine in February 1892.2° Tokoku
argues in that essay that love is a beacon for the idealist, but that in embracing love the
idealist finds himself (for it seems that to Tokoku that idealist, a poet, is always male,
while his object of love is always female) imprisoned by duty and inevitably drawn to
despair. Francis Mathy judges that this article is full of contradictions that Tokoku does
not try to reconcile. Mathy writes, “Love is praised as that which gives entry into
humanity, which leads to knowledge of self, of nature, of society, and—implied at least—
of something beyond. Yet by the time he finishes his essay, love has emerged as a villain
at the service of an iniquitous reality.” 2! Even the more idealistic kind of spiritual or
mental love, therefore, is not an unqualified good beside its sullied carnal counterpart.
Such contradictory incarnations of love provided expanses for literary

exploration. Levy notes that the centrality of romantic love

19 Iwamoto, quoted in Kono, 29. But as Rebecca L. Copeland points out, Iwamoto was
not consistent in calling for women’s equality. While he sometimes exalted women’s
virtues and powers of observation, which were assets to a writer, at other times he
criticized their meddling in public affairs. See Copeland, Lost Leaves: Women Writers
of Meiji Japan (Honolulu: University of Hawai‘i Press, 2000), esp. 31-42.

20 Kitamura Tokoku, “Ensei shika to josei” (Pessimistic poets and women), reprinted in
Tokoku zenshii (Tokoku’s complete works), vol. 1 (Tokyo: Iwanami shoten, 1950),
254-264.

21 Francis Mathy, “Kitamura Tokoku: The Early Years,” Monumenta Nipponica 18:1
(1963), 42.
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virtually necessitated the presence of the Westernesque woman in works

written by self-consciously modern male writers. . . .To be more than a

distant object of passive contemplation. . .such a woman would have to be

conversant in the semiforeign language of love; hence, she would have to

be either Christian or familiar with modern literary and intellectual

discourse or both.22

But what of the actual women writers and readers who loved? Mara Patessio
describes the danger thought to exist for impressionable young women who might read
romantic novels. In this view, “even those that were considered good novels were really
not good at all,” Patessio writes, “for girl readers could not comprehend the beauty of a
literary work and what remained in their brains after reading them was only the concept
of ‘love.”” 23 It is unfortunate that Patessio’s analysis does not explicitly include romantic
poetry; that might have helped tease out different effects of plot and character
development that tanka lack. She does, however, quote a remembrance by a woman of
the Meiji generation who said that Alfred Tennyson’s (1809-92) Enoch Arden was a
“hero” to her and her classmates. 24 The hero of the long narrative poem “Enoch Arden”
is as nearly antithetical to the Byronic hero as can be; both Enoch and his wife Annie are
models of piety, devotion, and reserve. It is precisely these qualities that make the poem

so sentimental, though.

Around the time that Akiko’s tanka began appearing in print—in the same

22 Levy, 141-42.

23 Mara Patessio, “Readers and Writers: Japanese Women and Magazines in the Late
Nineteenth Century,” in The Female as Subject: Reading and Writing in Early Modern
Japan, edited by P. F. Kornicki, Mara Patessio, and G. G. Rowley (Ann Arbor: Center for
Japanese Studies, University of Michigan, 2010), 200.

24 “Enoch Arden” was translated into Japanese by Wakamatsu Shizuko (a1,

1864-96) and serialized in Women’s Learning Magazine in 1890. Patessio, 201.
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magazine, in fact—another source of sexual controversy tinged with foreign themes
stirred up readers: the publication of nude drawings in Morning Star. Jay Rubin
asserts, “The November 1900 issue of the literary magazine Myojo was banned—not for
the hot-blooded poems of Yosano (then Totori) Akiko, as might have been expected, but
for two nude line drawings taken from French originals.”25 The drawings in that banned

issue had appeared with a commentary by Yosano Tekkan (5-##7#%5, 1873-1935) and
Ueda Bin (_FH#, 1874-1916) on an art exhibition, in which Bin remarked that artists

were now trying to go beyond classical studies of form to capture the “inner spirit” of
their subjects, and that “Japanese society is simply not ready for that sort of thing.”26
Then, in the next month’s installment of Morning Star, Tekkan responded to the ban
with the argument that more exposure to Western art would help the Japanese public
refine their taste and come to accept the kind of art printed in the magazine.?” In other
words, the sort of Western culture on display in its nudes was one whose nudity and
spiritedness would not place viewers in danger of falling into uncontrolled sensuality.
Such an argument, while not effective at preventing the banning of the issue, stands on a
prejudice: not that the West’s Christianity preserved the chastity and virtue of its
figures, clothed or not; but that the embrace of Western art corresponded to highbrow,
refined tastes. Somehow, then, it seems that the higher-class importation of

Christianity allowed a pass on transgression and the emancipatory rhetoric associated

25 Jay Rubin, Injurious to Public Morals: Writers and the Meiji State (Seattle:
University of Washington Press, 1984), 43.

26 Rubin, 43-44.

27 Rubin, 44-45, citing Dec. 1900 special issue of Myojo.
164



with Christian reformers. Yet an ambivalence persisted, partly because of Christianity’s

own problem with sensuality and gender equality. Akiko pried her poems into those

ambivalent spaces, and in doing so criticized the moralistic atmosphere of the time.28
Meanwhile, the place of religion itself in tanka was called into question. Onishi

Hajime (KL, 1864-1900), himself a Christian, called for more religion in poetry, to

complement a greater engagement with spirituality and interiority that he called for in
philosophy and psychology. As Michael F. Marra states, Onishi thought poetry “should
express ‘religious thought’—a characteristic he thought was lacking in traditional
waka. . . .Aesthetics was called to the task of promoting a ‘sense of beauty’ in order to
deepen the spiritual life of the Japanese people.”29

The ambivalence of religious significance in Akiko’s poems could hardly be
avoided in such a discursive climate. For not only was there the dissonance between
different religious traditions’ symbols, there was also the ambivalence of the status of
the various religious traditions themselves in Meiji Japan. (It may be too much to
venture that there were paradoxes or contradictions in the messages within each single

religious tradition. It is certainly beyond the scope of this study.)

28 Takayama Chogyu (51111154, 1871-1902) also criticized the denigration of love as a

result of popular morality. Watanabe Kazuyasu writes of this, “Even in 1898 we can see
Chogyu’s criticism against a ‘tasteless society’ where everybody has ‘one face, one voice,’
and where ‘people who repress their feelings and are not moved by love are revered as
great.”” Watanabe Kazuyasu, “The Aesthetician Takayama Chogyu,” in A History of
Modern Japanese Aesthetics, translated and edited by Michael F. Marra (Honolulu:
University of Hawai‘i Press, 2001), 126; the quotation of Chogyi is from Takayama
Rinjiro [Chogyu], Chogyu zenshii, vol. 5. (Hakubunkan, 1914), 606-607.

29 Michael F. Marra, “Introduction,” in A History of Modern Japanese Aesthetics,
translated and edited by Michael F. Marra (Honolulu: University of Hawai‘i Press,
2001), 11.
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The importance of supernatural symbolism in Tangled Hair is difficult to
overstate, because it is precisely this that makes the touted passion of the poems
different from its predecessors. Indeed, passionate love is not new to tanka in 1900.
The difference is the positive, playful light in which it is cast. Consider the contrast in

this verse by Kokamon’in no Betto (& 321Fe%24, dates unknown), from the collection

One Hundred Poets, One Verse Each (A \—&: Hyakunin isshu):

Hyakunin  On account of one night HEPIT. D

88 spent among the reeds HLDOH»D D
by the Naniwa River Ot kwa
I offered up myself— Az DL LTH
should love endure MObHRE

The passionate love here, which is not atypical of tanka going back to the Heian period,
is undeniable. Passion, therefore, does not begin to explain the remarkable reception of
Akiko’s poetry. But for the speaker of this poem, love is ultimately a source of despair.
It is unrequited in the end.

The Kokinshii devotes five of its twenty volumes (360 poems out of 1,111) to love
(though, of course, love is present in many of the others, as well). The name for these

poems is koiuta (Z5#K), and the compound uses the term koi, later a synonym for ren’ai.

In grouping these 360 poems by their place in the course of love from discovery to
dejection, the compilers provide a context to each, a setting of the verses in a universal
narrative—if one with variations—of love. They thus ensure that no single poem can
hold out hope for a happy end.

Below is one poem from the Kokinshu that could almost have been written by
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Akiko herself:

Kokinshu  If you love me L < UE
652 keep your feelings underneath— AR 5 SN
do not let show £ 32,
the color of that robe DK
dyed with the purple gromwell N o AT OF:)

The difference is that Akiko’s verses undermine the fatalism of love poetry and its
tendency to harbor a sense of resignation that love affairs must always end in
disappointment. Even traditional tanka that celebrate love (most of these being the
anticipation of love, before regret, disappointment, and reality have had time to dampen
one’s sentiments) have so often been inserted into anthologies that, following the
Kokinshu, bring love to an unhappy end.3° Tangled Hair as a collection does not do
that. Inlacking an arc to love affairs, or even a sense of the passage of time across
poems, it evades coherent messages. The collection thus delights in a kind of jouissance
that escapes the constraints that the passage of time and cause and effect inflict.

The constraints on love that Tangled Hair escapes affect the moral message of
the poems. Akiko’s poem from the epigraph to this chapter (though from a later
collection) implicitly rebuffs readers’ quests to find the moral message in her poetry (or
anywhere). As we shall see in the section on sin, what sets Akiko’s poetry apart is that
she invokes morals in order to forswear them.

For the poems in Tangled Hair, love is both divine—hence, the references to

30 Students of Japanese literature and film have remarked that the stories they read and
watch too often end in heartbreak and loss. But rather than see Japanese literature as
singularly pessimistic, we might rather see our own culture’s devotion to happy endings
as the anomaly.
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kami—and transgressive—hence, the references to her own sin. Transgression is divine.
Transgression metaphorically moves her to a divine realm. The first poem of Tangled

Hair, while perhaps seeming unrelated to the supernatural, announces this:

1 From the world of stars DRI
come whispers through IIHEREL
the screen of night, BD5%
tangling the sidelocks THROAD
of someone in the world below ZDilEoNnk

The mundane and the supernatural are expertly interwoven—or perhaps one should say

tangled—so that the stars come down to the profane world ( | #t: gekai) while the

woman’s hair is engulfed in star-whispers.

Not surprisingly, Akiko’s treatment of supernatural symbols is often ambiguous
or self-contradictory. Her tangled descriptions tend to preclude a singular ideal. They
deconstruct themselves. This should be seen not as a flaw, however, but as contributing
to the tangled effect of the poems. After all, she is not replacing existing mores with a
monolithic natural order of her own. Tangled Hair’s confrontation with, not to say
trivialization of, religious imagery is part of the thrill of transgression, the thrill of
awakened love, and, perhaps, a certain nihilistic thrill.

The metaphors go both ways, too: a lamb can be a symbol of the son of God, but a
god can be the personification of love, or even the specific lover. Symbols thus connect
the natural and supernatural, making them both one and not one. There is here a
danger of upsetting the hierarchy of divine and human. Akiko does precisely this. Her

poems simultaneously elevate her lover to divine status, replace traditional values with
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hedonism, and make a mockery of religious piety.

It is perhaps artificial to separate what appear to be explicitly religious words and
symbols for special consideration. What is religious is a not necessarily contiguous
subset of a whole constellation of philosophical and moral values and beliefs. As such,
there are many terms and figures that migrate easily between secular and religious
metaphor. Within Tangled Hair, in particular, there are poems that could hardly be
said to express religious sentiment. It is understandable to classify the following, for

example, in the category of “Tekkan as Akiko’s god”:

358 Unexpectedly, after that SHEFENXY
spring came fElctale 2
with no color in the flowers— Hrixha
doubtful kami, 5 OO
misleading kami FLIFL oM

But simply to identify the kami as reflecting Akiko’s worshipful attitude towards Tekkan
is to miss the force of the metaphor. Godlike, he is capable of bringing color to the
flowers of spring. Withholding his love causes the flowers to bloom with no color. He
cannot stop the spring from coming, though. Akiko’s speaker asks what spring would be
without color, which is to say what would youth be without love, and that makes her
doubt the kami. To ask what kind of kami would withhold the colors of spring makes
the deity or lover seem to have a wicked streak. But of course the answer is that spring
came after all, and it is in her perception alone that the flowers have no color. The kami
himself could not pull off such a trick. The supernatural propels the poem but in the

end is empty.
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A writer like Akiko can succeed by exploiting the force and range of religious
metaphors without believing in them—and without needing readers to believe. We have
to be able to look at the Christian imagery in the same way that we do Greek
mythological imagery from European poetry—that is, as a poetic resource.3! Indeed,
myths and legends along a spectrum from outright fabrication to quasi-historical play a
role in others’ poetry, too, notably Doi Bansui’s. The difference is not that Bansui
believes in all the myths he invokes, but that Akiko uses them so playfully.

Yamakawa Tomiko (11 3£ ¥, 1879-1909), Akiko’s rival for Tekkan’s affections

and a fellow member of the Morning Star school, also wrote poetry with religious
references. But Tomiko, who was educated at a Christian school, took them more

seriously, and it is thought that she earned her nickname “White Lily” (H H &

Shirayuri) from serious religious poems like the following:

Know you not? MaHeH
The evening breeze HAED#HE 5L
that breathes dew on the lily 47 Al

has imparted the voice of God PHOHEE %

3t European poets also exploited this ambiguity, of course. The speaker in William
Wordsworth’s “The World Is Too Much With Us” (1806) laments the loss of
metaphysical feeling while ironically summoning that feeling:

Great God! I’d rather be

A Pagan suckled in a creed outworn;

So might I, standing on this pleasant lea,

Have glimpses that might make me less forlorn;

Have sight of Proteus rising from the sea,

Or hear old Triton blow his wreathed horn.
Personifying natural phenomena also imparts a quasi-divine status; consider Percy
Bysshe Shelley’s “To Night” (1821), which makes Night the brother of Death and the
parent of Sleep.

170



to the flower AN TR AL

The exploitation of religious terminology and symbolism allows the speaker of the
poem to wrestle with received values. Current attitudes, whether lingering traditional
values of pre-Meiji Japan or the fashionable new tenets ascribed to Western societies,
are also ripe sources of tension between the speaker’s internalized values and those
imposed from outside. In her romantic struggle against external morality, Akiko
exploits the availability of diverse literary and discursive precursors, much as Doi

Bansui does in Nature Has Feelings (KA 1&: Tenchi ujo, 1899). In Akiko’s case, the

poems construct a textual background of restraint and decorum as if of Heian courtiers
who must couch their courtship in coded private allusions.33 The poems then throw off
those moral directives in the foreground.

Akiko’s success with the tanka form—a success that lasted long past the early
poems—helped prove that the abbreviated form was not inadequate for expression of
complex thought and emotion. The brevity, in fact, allows contradictory imagery and
ellipsis to remain unresolved and therefore admit multiple readings of its suggestive
absences. Tangled Hair succeeds precisely because it embraces the tradition of allusion

while simultaneously expanding the range of references and registers.

32 “Yamakawa Tomiko hen,” in Yosano Tekkan, Yosano Akiko shu, tsuki Myojo-ha
bungaku shii (Yosano Tekkan, Yosano Akiko collection, with Morning Star school
literature appended) (Meiji bungaku zenshu [Complete Meiji literature] 51, Chikuma
shobo, 1968), 318.

33 Shinma Shin’ichi, for example, describes a process by which Akiko makes the voice of
her poems into a character from the Heian court. Shinma, “Midaregami o keisei shita
mono” (What Tangled Hair created), in Gunzo Nihon no sakka 6: Yosano Akiko (Gunzo
Japan’s writers 6: Yosano Akiko) (Tokyo: Shogakukan, 1992), 80.
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One of those registers is that of playful irony. Generations of scholars, mining
Tangled Hair for its meanings and allusions, tend to take Akiko's writing so seriously;
even the liberation of her sensuality is a serious and sincere topic. Instead, we can find a
fair dose of irony in many of these poems. Akiko’s poems span a wide range from
playful to serious, sometimes with mixtures of the two extremes in the same poem.

Indeed, some of her most striking tanka are the most playful, as in this famous example:

362 I, who was created EBITZE
to teach a lesson BIodd
to a man of many sins, WLE &<
with my skin so pure BEET D)3
and black hair so long 2<( 6nln

Four things make this poem especially striking: the invocation of her lover’s sinfulness
(or crime; see my discussion of tsumi below); the corresponding purity of the woman’s
body; the fact that she was created for a purpose (implying a creator); and the fact that

the entire poem modifies the pronoun “I” [#k#1: ware], making the whole poem a noun

phrase culminating in the speaker’s glorious self. The man (or men) has many sins, no
doubt involving his taste for women with pure skin and long, black hair. The speaker
here sees her anatomical gifts as evidence of a command to punish (korase) men,
specifically by teasing but withholding her affection. How far she will go to tempt this
man is unclear. The poem suggests that she will show some skin and let down her long
hair. But even if she indulges like this, the temptress’s skin will remain pure and her
hair long and black; it is his purity and not hers that is at risk. Then again, korase could

conceivably be & & ¥ (concentrate on) instead of £ 5+ (punish). The use of kana
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leaves open both possibilities and accentuates the playful possibilities of the poem: to be
fixated on her hair is to suffer punishment. In that interpretation, the imperative would
be directed at the man or men. Hence:

Fix your eyes on this,

you sinful man,

say I, fashioned from

pure skin and

long, black hair
Here we see the inversion of the sacred (which is lowered) and the profane (which is
elevated). The speaker’s black hair, kuro kami, becomes a dark deity (even if the kanji
for kami superficially forecloses on the divine nature of her hair), a provocation to lust.
Readers in 1901 may have been shocked at the simultaneity, the tangled coexistence of
sacred and profane. Such an inversion is, on the surface, a crisis of traditional morality,
but it is a powerful rhetorical statement as well. Meanwhile, Tangled Hair’s traditional
diction and textual allusions legitimate the sentimental and erotic by showing the
language to be very much in keeping with traditional poetry. In the example above,
Akiko’s famed use of hair imagery mingles with the mostly overlooked reference to sin.
The poems thus avoid being vulgar or comical. It is perhaps surprising how few writers

of the Meiji period marshaled such pregnant language for rhetorical effect as Akiko did.

Many were simply too earnest (and sometimes devout) to produce such delicious irony.

The Trouble with Biographical Explanations for Akiko’s Poems
Ho Akiko became a literary sensation in 1901 when she defied conventions of

poetic style and morals to celebrate her sexual liberation in the 399 tanka of Tangled
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Hair.34 Her transformation into a goddess of poetry—and the key to understanding so
many of her perplexing poems—was incubated by her rivalry with Yamakawa Tomiko

for the love of Yosano Tekkan, founder of the Tokyo New Poetry Society (3 5 #iavl::

Tokyo shinshisha).35 Akiko married Tekkan shortly after Tangled Hair was published,
and she soon outshone her husband as a poet. In her distinguished and productive
career, she also made major contributions as a feminist social critic and as a scholar of
classical literature—all while raising eleven children.

Those are the familiar contours of a story that is repeated in the many
biographical studies, annotated anthologies of poetry, and histories of modern Japanese

literature. Yet Tangled Hair, arguably the single most celebrated poetry collection since

34 Akiko’s family name, JE\, can be pronounced either Ho or Otori. Her given name was
Sho, usually written %5 9 but sometimes i or other variants. When written /&% and

given the common name ending -ko, it can be pronounced Akiko. The name printed on
the first edition of Tangled Hair was Ho Akiko (JE\iii ¥-). Akiko herself used several

variations of characters to write her name. See Yosano Hiroshi Akiko shokan shiisei
(Collection of Yosano Hiroshi and Akiko’s correspondence), 4 vols., edited by Itsumi
Kumi (Tokyo: Yagi shoten, 2001); see also Janine Beichman, Embracing the Firebird:
Yosano Akiko and the Birth of the Female Voice in Modern Japanese Poetry (Honolulu:
University of Hawai‘i Press, 2002), 285 n. 2.

35 Yosano Tekkan, whose given name was Hiroshi (%), founded the Tokyo New Poetry
Society in 1899. The group began publishing its literary magazine, Morning Star (W] :
My0jo), in April 1900, and they later came to be known as the Morning Star Group.
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the Meiji Restoration, is still undervalued and misunderstood.3® The reason for this is
that criticism of Akiko’s work tends to do two things: it foregrounds Akiko’s biography
as a way of explaining the context and motivation of the poems, and it gets buried in
paraphrasing and explaining abstruse diction in individual poems. Such biographical
explanations reduce the multivalent possibilities (dare we say Tangled Hair’s split
ends?) of interpretation. The characteristic celebration of the putative immediacy and
passion of Akiko’s tanka has precluded any analysis of their range, conceptual
sophistication, and idealism. Yet they very much belong with Shimazaki Toson and Doi

Bansui (L /22, 1871-1952) in their celebration of the visionary yet intertextual role of

the poet in describing romantic and unrealistic natures.

Why should critics, after all, reduce the achievement of the young Akiko’s tanka
to the newness and shock value of their passion? Her evocations of ill-fated,
transgressive love are not new to the literature. The love-suicide plot, for example, was

one of the most popular story lines in Edo-period literature, and their popularity

36 Akiko’s later poetry, which includes as many as 50,000 tanka as well as free verse,
deserves more attention, too. Akiko herself saw Tangled Hair as less mature and
accomplished than her later works. In addition to Tangled Hair, much has been written
on Akiko’s most famous single poem, “Brother, Thou Must Not Die” (%6272 £5 2 &

7% H>4: Kimi shini tamo koto nakare), a poem she wrote against the Russo-Japanese
War shortly after the war began in 1904. “The Day the Mountains Move Has Come” ([l
D#E)j < H &7z %: Yama no ugoku hi kitaru), an excerpted stanza from the poem
“Trifling Words” (% Z % Z & : Sozoro-goto), famously appeared on the first page of the
feminist magazine Bluestockings (5 #5: Seito) in 1912. Otherwise, most of Akiko’s
poetry has been neglected.
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continued into the Meiji period.3” Love-suicides are both passionate and transgressive.
Akiko’s tanka are different from those because, the poems are in the first person from a
woman’s point of view, and there are no suicides. More important is that, whereas love-
suicide plots invoke a fatalistic recognition that there can be no happy ending to their
transgression, Akiko’s verses mix acceptance and defiance of moral values. They do not
operate entirely outside society’s morals, but neither do they submit completely to
society’s dictates. As we shall see, Akiko’s ironic invocation of sin, both Buddhist and
Christian, along with addressing her lover as a kami or a priest, adds a note of play to
the seriousness.

The question remains why Akiko embraced the tanka form as the vehicle for her
shocking verses. As discussed in the introductory chapter, her rediscovery of tanka as a
form with revolutionary potential owes a great deal to Tekkan’s tanka. But it was also a
shrewd stylistic and intertextual move. Before the reforms pioneered by Tekkan, the
tanka form had become encumbered with, not to say benumbed by, convention to the
point that even transgression was safely circumscribed. It came equipped with
metaphors and standardized backdrops so that references to lovers’ improper meetings
and partings were more indirect. Passions and the furtive meetings they prompted were

thus staples of court poetry, as they were of otherwise rigid court lifestyles, without

37 Kamei Hideo sees a change in the love-suicide plot’s literary significance after
Shimazaki Toson’s Spring (#: Haru, 1908). But this was nearly a decade after Akiko’s

poems began appearing. See Kamei Hideo, Transformations of Sensibility: The
Phenomenology of Meiji Literature, trans. ed. Michael Bourdaghs (Ann Arbor:
University of Michigan Center for Japanese Studies, 2002), 137.
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transgressing the limits of what could politely be said.3® Yet it also has a rich history of
combining references to passion with negative judgments of (usually one’s own)

spiritual fitness. In a classical example from The Tales of Ise (Ft%4¥35: Ise monogatari,
tenth century), Ariwara no Narihira (7£J5{3€°F~, 825-880) sends this poem to a priestess

at the Ise Shrine:

Ise 69 In the darkening gloom NELHT
of my heart DOREIC
I have become lost— FEWMCE
whether it is a dream or reality  MROIORE
tonight shall tell. CROI7ED L39

As Edwin A. Cranston explains, Narihira’s passion is expressed as a “going astray” or

“losing the path”: “the Buddhist concept of the ‘darkness of the heart’ [.0> D [&: kokoro

no yami], the error of human entanglement in all forms of desire and attachment, lies in
the background of such passages.”4° Akiko’s poems similarly burrow into liminal spaces
of longing and illusion, and in so doing they reach into the uncertain depths of readers’
emotions and values. By retaining classical diction, open-ended syntax, and visionary

imagery, meanwhile, the poems both formally and substantively reject the movement

38 Sometimes, though, the passions followed the prompting, as in several instances of
rape in Murasaki Shikibu’s (236238, ca. 974 to ca. 1014) The Tale of Genji (JR KA RE:

Genji monogatari, ca. 1000).

39 This version is poem 69 in The Tales of Ise; it also appears with a slight variation as
poem 646 in the Collection of Poems Old and New (% f1i£: Kokin wakash,
compiled ca. 905; hereafter abbreviated to Kokinshu).
40 Edwin A. Cranston, “The Dark Path: Images of Longing in Japanese Love Poetry,”
Harvard Journal of Asiatic Studies 35 (1975), 61.
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towards realistic description in vernacular language. In this, they occupy a position,
similar to Toson’s and Bansui’s poems examined in this study, of tension between the
real and the ideal. But where Toson’s poetic speakers explore ways to describe and
interact with some idealized incarnation of landscape, and Bansui reflects on the poet’s
mystifying role in chasing the shadows of ideals cast by other poets, Akiko’s verses
expose the potential of what Baudelaire calls in this chapter’s epigraph the “artificial and
supernatural” character of virtue. Akiko does not simply reject the hypocrisies of
artificial and supernatural dogmata in order to pursue moral and sensual freedom;
instead, her poems play ironically with the artificiality of religious, supernatural, and
moral dangers.

Yet the appeal to biography is particularly tempting, not only because Akiko faced
such moral dangers (though perhaps did not enjoy such sensual freedoms) in her life,
but also because Akiko wrote her poems in a diaristic way.4! It is too easy to try to
supply episodes from Akiko’s biography in the same way that poems attributed to
Ariwara no Narihira were strung together with narrative in The Tales of Ise. But I would
argue that, even in Akiko's case, knowledge of her biography is unnecessary. That robs
the poems of the lives they can lead when taken out of their original context. As Neil
Fraistat notes, a poem (in English, anyhow) is a discrete unit that can, by definition, be

taken out of context. In addition, smaller units of long poems can take on semi-

41 Sanford Goldstein and Seishi Shinoda note that Ishikawa Takuboku (1886-1912), a
disciple of Tekkan, took Akiko’s lead in writing tanka as a diary, “with its stark emphasis
on breakdown, mental, physical, and moral.” Akiko Yosano, Tangled Hair: Selected
Tanka from Midaregami, translated by Sanford Goldstein and Seishi Shinoda
(Lafayette: Purdue University Studies, 1971), 20.
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independent lives, as is the case with Shakespeare monologues and portions of Milton. 42
Tanka are especially portable because of their length; once memorized, readers can
apply them to new contexts—as long as the poems are not unduly weighed down by an
identification with a famous writer’s scandalous love life. Reading the poems of Tangled
Hair from start to finish is only one step, and not necessarily a step most readers take,
in making the poems their own.

At the same time, in the classical tradition of tanka compilations, a poem is not a
purely independent entity, but serves a function and has value as part of the “association
and progression” of the sequence in which it is placed.43 Such a standard further
removes individual tanka from the occasion of their creation. As I discuss below in the
section on the difficulties of Tangled Hair as a collection, the compilation is another act
of creation, albeit in this case by the writer of the poems herself. As the verses are taken
out of chronological, hence biographical, order to be placed in the anthology, they
perform with each other in ways that resist biographical explanation. When we invoke
biography, first we limit the wide array of resonances and depths. We search for simple,

unitary explanations for what are in fact complex thoughts. Such explanations began

42 Neil Fraistat, The Poem and the Book: Interpreting Collections of Romantic Poetry
(Chapel Hill: University of North Carolina Press, 1985), 10. William Waters, meanwhile,
asserts, “What we call lyric poetry is literature, something whose detachment from
context is, in a manner of speaking, its foundation.” William Waters, Poetry’s Touch:
On Lyric Address (Ithaca: Cornell University Press, 2003), 9. Susan Stewart argues for
the “specificity” of poems’ “use and occasion.” Susan Stewart, Poetry and the Fate of
the Senses (Chicago: University of Chicago Press, 2002), 22, quoted in Waters, 10.

43 See Konishi Jin’ichi, “Association and Progression: Principles of Integration in
Anthologies and Sequences of Japanese Court Poetry, A.D. 900-1350,” translated and
adapted by Robert H. Brower and Earl Miner, Harvard Journal of Asiatic Studies 21
(Dec. 1958), 67-127.
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with the earliest criticism in Morning Star and other journals. Second, we run into
contradictions when the biographical background of the poet does not line up with the
expressions. Most notable in Akiko’s case is her invocation of religious imagery. Akiko
was never religious, so there must be some other way to approach the references to
Buddhist, Shinto, and Christian symbols. To take an extreme example, what should we
make of the following poem’s seemingly sincere evocation of ambivalence towards

Christianity, a sentiment Akiko appears never to have experienced?

215 The Bible I tossed HDKIZ
into the deep water P LEHEE
I pulled out again, NbHOA0
and looking up at the sky I cried— 22 E DL <
I am a lost child b EODT

Such a poem is more moving if we envision a vulnerable, conflicted persona—in other
words, not Akiko. The most we should say about Akiko based on this poem is that she
seems to have found such religious doubt a useful poetic resource.

The biographical context, which Janine Beichman argues is necessary in order to
understand many of the poems,44 is not part of the poems proper; or, we might say, it
only illuminates one corner of the many significations and interpretations of the poems.
Even occasional poems written under the most constrained circumstances, as so many
of the classical tradition have been, are worth reading a hundred or a thousand years
later because they transcend those circumstances. To say otherwise, to look for

biographical clues, is indeed to limit the poems. All the background of the occasion on

44 Beichman, 227.
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which a given poem was written may be revealing, but the poem cannot be only that. If
it is to be read by thousands of readers, and not just by Tekkan or Tomiko, it must be
read as if meant to widen beyond its immediate context, to address some universal or
general understanding, emotion, or reflection. Moments, emotions, and meetings are
abstracted and idealized; readers are implicitly encouraged to supply their own
biographical contexts and find distinct resonances.

Nor is the biographical context a hint to how the poems were read at the time.
Outside the Morning Star circle of writers, readers would not have known the details of
Akiko’s life. The biographical correctives of later years should not have been trusted, as
the explanations she and Tekkan gave for their poems were often misleading.45

Indeed, Akiko’s poems—and the tanka form by its very nature—leave such details
out. Akiko even altered certain poems to allow readers to supply their own context. In
the following poem, which was first sent to Tekkan in a private letter, Akiko changed the
place from the specific “Awata” to the famous “Fuzan” (Ch.: Wushan), and the factual

“two nights” to the typical “one night,” before publication in Tangled Hair.

[letter] Goodbye, my love— BI5IX
this wife of two nights HEHDOED
of a spring in Awata— BN LT
until the next world, F 72D F T
forget me! SLD T E A

45 See Yosano Akiko, “Kobai nikki” (Red plum diary) (Koshijin 1, Feb. 1902); Uta o
tsukuriyo (How I write poems) (Dec. 1915); and Akiko kawa (Akiko discusses poetry)
(Ten’yusha, 1919). Also see Tekkan’s series “Tekkan kawa” (Tekkan discusses poetry),
especially no. 2 (Myojo, Sept. 1901), no. 3 (Myajo, Oct. 1901), and no. 5 (Myojo, Feb.
1902).
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220 Goodbye, my love— BI5IX

this wife of one night AR DED

of a spring in Fuzan— O ERE

until the next world, F 72D F T
forget me! LD Tz F 46

Clearly, the second version does not raise questions about the significance or specificity
of the place and time. It does not invite inquiry into the speaker’s particular frame of
mind and conflicting emotions, but rather seems to tap into a conventionally imagined
impossible love. But by the same token, the first version may be superior in forcing the
reader to imagine a new scenario. The truth of Akiko’s stay in Awata with Tekkan is not
required—and indeed, knowing the details would diminish the imaginative freedom
given to the reader. Once again, the obstacle to easy understanding is simultaneously
the burden and expectation for the reader to do more for and get more from a poem.
The recourse to Akiko’s biography is illuminating not for the facts and contexts it
provides, but for the evidence it provides of the historical priority given to authorial
genius. A focus on Akiko’s biography, then, though not negating the intertextual
associations in the poetry, nevertheless betrays a shift to a primary emphasis on the
individual expression of the artistic genius’s solitary mind. To be sure, this key
difference in literary criticism seems suited to the Romantic style of poetry Akiko wrote:
as the focus on individual, unique experience sharpens, so does the criticism of the work
seek to explain the work’s genesis and significance through the author’s intertextual and

extratextual experiences. But to insist on the biographical relevance of the tanka, to

46 Ttsumi, 84-85; see also Beichman, 185.
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keep the tanka always tethered to the writer, is to deprive them of room to play, to tamp
down ambiguities. It also deprives the reader of the freedom to appropriate the poem,
to reimagine it.

The early tanka anthologies split the difference. Many poems come with
headings that supply the occasion, along with authorial credit when known. But the
themes are generally limited to conventionally accepted expressions of conventional
feelings and conventional landscapes. Or, at least, we have been taught to read them
that way. That is, the how of poetic execution has typically received more attention than
any particular biographical inspiration. There are a few exceptions in the early

collections, however, such as Ono no Komachi (/NE/MiT, dates unknown), whose

reputation as a passionate lover colored the reception of her poetry. Although Ono no
Komachi was canonized as one of the “six poetic geniuses” of the early Heian period, Ki
no Yoshimochi’s Chinese preface to the Kokinshi describes her poetry as “seductive and
spiritless. This is like a sick woman wearing cosmetics.”47 Ki no Tsurayuki’s Japanese
preface to the Kokinshu likewise praises Ono no Komachi with faint damnation, you
might say: “She is full of sentiment but weak. Her poetry is like a noble lady who is

suffering from a sickness, but the weakness is natural to a woman’s poetry.”48

47 Grzanka qualifies this passage with a footnote: “The statement that she ‘lacks power,’
while not the highest of praise, may be taken as an expression of admiration in a culture
in which helplessness and fragility exhibited in a framework of sensuality were
appreciated.” Ki no Yoshimochi, “Manajo: The Chinese Preface,” translated by Leonard
Grzanka, in Kokinshii: A Collection of Poems Ancient and Modern, translated and
annotated by Laurel Rasplica Rodd with Mary Catherine Henkenius (Boston: Cheng and
Tsui, 1996), 383.

48 Ki no Tsurayuki, “Kanajo: The Japanese Preface,” in Kokinshii: A Collection of Poems
Ancient and Modern, 45.
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Needless to say, such judgments are unfair, as one can see from the following

poem by Ono no Komachi:

Kokinshii At night I shall come to him IRD 7% &

657 with a love that has HooFFic
no limits— BHHKA
no one can judge me g2 I AT
for following the path of dreams ANFED U

A better fit for such a judgment might be the following poem by the male poet
Ariwara no Narihira, written on behalf of a woman in his household in response to a

poem by Fujiwara no Toshiyuki (#5417, died 901 or 907):

Kokinshii My sleeves might be drenched B"AHAZZ

618 even in shallow waters il =05 I=R:
if I heard A
that you had floated away FINib L
on a river of tears H»IXEDFEA

This arguably fragile and sentimental poem was clearly an imitation (not to say
caricature) of womanly feeling and diction. But that did not make it any less celebrated.
Male poets not infrequently wrote in drag, as a way of expanding the range of setting
and sensibility in their tanka.4% Seen in the reflected light of predecessors shunted into
the category of women poets, Akiko’s reputation is almost predictable. What is
remarkable is that, instead of being called weak and sentimental, Akiko is deemed

strong and passionate.

49 Women, meanwhile, seem to write tanka in the persona of men less often. One rich
source of examples are the many poems Murasaki Shikibu caused to come from the
mouths and writing brushes of Genji and other male courtiers in The Tale of Genji.
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Another frequently invoked source of contextual clues to Akiko’s poetry are the
art nouveau-inspired woodblock prints by Fujishima Takeji, which were published with
the poems in the August 1901 full collection. Fujishima also designed the layout of the
book. The striking prints are valuable to the identity of the collection, whose cover
image was of a woman’s profile inside a heart pierced with an arrow, from which drops
of blood formed the title. In Beichman’s words, “The visual extravagance of the cover
foretold what lay within: a passionate hymn to love, poetry, and youth.”5° Here we must
distinguish, however, between the collection as a whole and the individual poems. Yes,
the cover art suggested what may have lain within, but it also instructed the reader what
to look for—and what not to look for. James Wright recalls Robert Frost’s opinion “that
if there are twenty-five poems in a book, the book itself ought to be the twenty-sixth
poem.”5! Fujishima’s visual art constitutes part of the four hundredth poem of Tangled
Hair, we might then say, a poem whose authorship is collaborative.5? But the art should
not be taken as intertwined with individual poems in the same way that an illuminated
poem-artwork by William Blake might be. Rather, it should add to the verses, and not

subtract from or limit our investigation of the verses.

50 Beichman, 175.
51 James Wright, quoted in Fraistat, 3.

52 For treatment of the dialogue between poems and prints in Tangled Hair and other
Meiji literature, see Kimata Satoshi, Gabun kyomei: “Midaregami” kara “T'suki ni
hoeru” e (Words and pictures singing together: From Tangled Hair to Howling at the
Moon) (Tokyo: Iwanami shoten, 2008).
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Entangled Tanka in Tangled Hair

The artistic project of making the collection puts the poems in (ordered)
conversation with each other. The themes that predominate rise to the surface, and the
structure—a structure that exceeds the brief bounds of a tanka, but also a structure built
entirely of one poet’s tanka (plus one artist’s woodcuts)—creates its own effect. Yet the
semi-discrete individual poems resist any final unity and remain tangled. Akiko herself
was, of course, the first to tangle up the verses when she produced the collection. In
creating an entirely new sequence of poems, she disrupted the “association and
progression” of poem sequences as previously published. In editing the collection for
publication, she—possibly with Tekkan’s help, but the process is not known—also
disrupted their chronological order and further weakened the connection to her
biography.

The following four poems, for example, appeared consecutively in Tangled Hair
for the first time. The first two first appeared in the March 1901 issue of Morning Star,

while the second were appearing in print for the first time.

258 Today’s poem MO
in offering Tl WwE-oOhL
to the kami of love— SHDIEK
when will the god of destiny 212 L Dl
receive it? WORZITEI T
259 Do you still yearn P TRIF
for the true, the good, HBNEITH
and the beautiful? =SS
The flower in my hand LBFDILIZ
is crimson, my darling! CNabrE
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260 Black hair, AED

a thousand strands of hair, TIEDED

tangled hair, AT INEE

and tangled feelings, too, POELUAKLN

tangled feelings! BLOARKS S
261 Perhaps because Z XA

I myself am weak BLOIZHTE

at feeling those ideals, IEQ S qUESE

I was so envious of her D

among the spiderwort that morning!  A#7z220) L

The offering poem of number 258 is echoed by the offering of the flower in 259. The
kami of destiny (or of marriage, if you like) and the trinity of ideals (truth, goodness,
beauty) in these two poems then give way to the repeated tangling of hair and feelings in
260. Readers who read the poems in this order will be struck by 260 in a different way,
having come along this path. Perhaps they will see the substitution of eros in a crimson
flower in 259 for the marital ideals in 258 as preparing the way for the further physical
and emotional entanglements of 260. Then the perspective shifts substantially in
number 261; but the tangled feelings linger, and they seem to be further defined to
include envy—if we take them to be the outpouring of the same poetic speaker. The
mention again of ideals helps to echo the ideals of love, truth, goodness, and beauty in
poems 258 and 259, while causing the spasm of tangled hair and feelings in 260 to stand
out even more—and to tangle the strands of tanka. (This effect is better visualized in the
Japanese original, with each poem flowing vertically in two lines.)

Unlike imperial poetry anthologies, however, whose compilers arranged the
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poems by themes, 53 or the records of linked poetry gatherings, which preserved the
sequence of poems’ composition (and thus the rules of recurrence of words and
themes),54 Akiko’s collection appears to follow no such rules. That is not to say,
however, that there are no recurring themes. An early, anonymous review in Morning
Star attempted roughly to distinguish the predominant themes in each of the six
“chapters,” and, as rough as these distinctions are, they have been repeated in later

commentaries. In the first chapter, for example, “Carmine-purple” GH/l5%5: Enji

murasaki), rich, beautiful colors predominate.5 The second chapter, “Boat of Lotus

Blossoms” GHD{EM: Hasu no hanabune), is like a series of photographs of the poet’s
adolescence. The third chapter, “White Lily” (F1 F1 &: Shirayuri), has poems that deal
with Tomiko. The fourth chapter, “Twenty-year-old Wife” (I1& 7z & 2£: Hatachi tsuma),
refers to Akiko’s trip to Tokyo to be with Tekkan. “Dancing Girl” ($4i: Maihime; not to

be confused with a separate poetry collection Akiko published in 1906) focuses on Kyoto

53 The precedent was set with the first imperially commissioned anthology of waka, the
tenth-century Kokinshu, whose 1,111 poems were grouped under headings such as love
(within which there is a progression from first stirrings of interest to the sadness of
faded love) and the four seasons (each of which shows internal progression). But it is
worth noting that these imperial anthologies were themselves created by taking poems
out of their original contexts and giving them new significance by their placement
among similar poems. See Konishi Jin’ichi, “Association and Progression.”

54 See also Esperanza Ramirez-Christensen, “Essential Parameters of Linked Poetry: An
Account with Translations of Renga and Haikai Sequences by Earl Miner,” Harvard
Journal of Asiatic Studies 41:2 (Dec. 1981), 555-595, which discusses the rules
governing the recurrence of words and themes in linked verse.

55 For the translation “carmine-purple” (and translations of the 98 poems in the
chapter), see Edwin A. Cranston, “Carmine-Purple: A Translation of ‘Enji-Murasaki,’ the
first Ninety-Eight Poems of Yosano Akiko’s Midaregami, Journal of the Association of
Teachers of Japanese 25:1 (April 1991), 90-111.
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dancing girls. “Spring Thoughts” (& /&: Shunshi or Haru omoi) has some of the richest

symbolism but is difficult to characterize.5¢

Bearing in mind, however, that the poems of Tangled Hair were taken out of
chronological order and arranged only according to loose thematic links, these
characterizations are fairly tenuous. The chapter titles seem primarily to serve as
convenient breaks. Still, there may be tighter thematic links and more consistency at
the beginning of each chapter, which then quickly dissipate. But it is worth noting that
poems with religious themes tend to be clustered, as well.

Nevertheless, as I mentioned earlier in this chapter, there is no arc to hint at the
development and decay of a love affair, let alone seasons or other associations and
progressions common to tanka collections. With no strong sense of progression in the
399 poems of Tangled Hair, whether thematically, chronologically, or otherwise, the
effect of reading instead is to emphasize repeated images and moods. Yes, those moods
were often passionate, but they also appear against a background of traditional morality
and supernatural symbols. That makes it all the more striking that no serious study of
the supernatural themes seems to have been mounted.

Perhaps the apparent lack of structure in the collection explains why so many

commentators and translators have been so unconcerned with presenting the complete

56 Myogjo 2:1 (Jan. 1902), 1-4; Shinma Shin’ichi, “Midaregami: Yosano Akiko” (Tangled
Hair: Yosano Akiko), Kokubungaku 8:12, special issue (Sept. 20, 1963), 36; Claire
Dodane, Yosano Akiko: Poete de la passion et figure de proue du féminisme japonais
(Yosano Akiko: poet of passion and figure at the forefront of Japanese feminism)
(Aurillac, Cantal: Publications Orientalistes de France, 2000), 79-80.
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work in order.57 (One might expect that they would then choose to include in their
analyses the roughly equal number of poems not included in Tangled Hair that Akiko
published in the same period.)5® The benefits of selecting and arranging poems from the

collection include the opportunity to create some sort of coherency.5® As a result, they

57 There are two notable exceptions: the first is Sato Akio’s Midaregami ko (Thoughts on
tangled hair) (Tokyo: Shiidosha, 1956), which also prints in chronological order those
poems that did not appear in the collection; the second is Satake Kazuhiko, Zenshaku
Midaregami kenkyu (Complete interpretation of Tangled Hair) (Tokyo: Yiuhodo, 1957).
But then Itsumi Kumi’s Midaregami zenshaku (Complete interpretation of Tangled
Hair) (Tokyo: Ofiisha, 1978) rearranges the poems by order of first publication,
dismantling the structure of the collection. Meanwhile, I have found no complete
translations of Tangled Hair into any other language.

58 Satake, for example, distinguishes three periods in Akiko’s tanka style leading up to
the publication of Tangled Hair: before she meets Tekkan in person in August 1900; the
period from that first meeting until she believed she would be able to marry him (early
spring 1901); and from then until the completion of the collection in August 1901.
Satake then distributes the 399 poems from Tangled Hair into those three periods: 14,
85, and 300; poems not included in the collection are ignored. If his goal was to
examine the change in Akiko’s style as her relationship with Tekkan developed, then
limiting his analysis to the Tangled Hair poems was arbitrary. Satake, “Midaregami no
sakusha no jiga keisei” (The formation of self of the author of Tangled Hair) (Kyoto
University Japanese Language and Literature Department: Kokugo kokubun 25:3
[March 15, 1956], 17-18.

59 One translator, James O’Brien, even celebrates the teacher’s or translator’s role in
selecting and rearranging poems: “I have found that the best way to pique student
interest in Tangled Hair is to rearrange the order of the poems slightly in order to
convey the sense of a love affair progressing from the beginning stages to the breakup
and recovery.” Note how O’Brien is thus following the practices of the Kokinshu
compilers. James O’Brien, “A Few Strands of Tangled Hair,” Journal of the Association
of Teachers of Japanese 25:1 (April 1991), 113.
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obscure part of the collection’s identity, namely, its relative lack of coherency.®° I, too,

cannot avoid falling into this trap.

Ideals

My point is not to deny that Akiko’s early poems were “a passionate hymn to love,
poetry, and youth,” but to insist that there was far more to them than what can be found
in her biography. While many poems rejoice in irreverent thoughts, others are the
outcome of deep contemplation, and these tend to be more melancholic or even
phlegmatic (surely not a trait typically associated with Tangled Hair). Four of the

poems in Tangled Hair use the term “ideal” (F4H: riso, but sometimes glossed as omoi,

“thought,” which has connotations of “love” dating back to classical poetry). The term

60 An alternative is to group the poems in such a way that the themes multiply beyond
control. Sato Haruo’s Midaregami o yomu (Reading Tangled Hair) (Tokyo: Kodansha,
1959) is a compilation of short commentaries that stay close to small themes and
individual poems. Sato untangles verses and tangles them up in new configurations,
with the only attempt at coherency being in suggestive subheadings (such as “Akiko’s
Romanticism and Aestheticism” and “Symbolist works™). The essays first appeared in
serial form in Kokubungaku: kaishaku to kansho (Japanese literature: Interpretation
and appreciation) in 1957. Katharina May seems to give order to Tangled Hair by
methodically moving through themes and patterns in Akiko’s poetry (including color
symbolism and antitheses), but she does this so briefly and in such quick succession that
no sustained critique can be mounted. See Katharina May, Die Erneuerung der Tanka-
Poesie in der Meiji-Zeit (1868-1912) und die Lyrik Yosano Akikos (The renovation of
tanka poetry in the Meiji period [1868-1912] and the lyric poetry of Yosano Akiko)
(Wiesbaden: East Asian Institute of Ruhr University, 1975).
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seems to be new to tanka at that time.%* If not strictly religious, there at least seems a
whiff of the metaphysical in it. “Ideals” have a flavor of seriousness and high intention.

Consider this poem:

67 The purple 2D
clouds of ideals HAHDE X
scatter and disperse— LENHLEIN
up in the sky where I gaze (TRQr oY AR
they have all disappeared ZRUET-TE 2 9

According to Itsumi Kumi, the purple clouds symbolize the speaker’s ideal of love.%> Yet
such a reading, instinctive as it may feel, is in fact forced and partial, deriving as it does
from assumptions about the topics of Akiko’s poems and the habit of reading them
primarily as confessions of love or passion. The color purple may symbolize love, but it
may also (especially if we render murasaki as “violet”) be the color of clouds dyed by the
rising or setting sun.® Had this been a poem by Bansui, who, as we saw in the previous

chapter, often wrote of ideals and clouds, we probably would not have found any trace of

61 It was included in the Philosophical Dictionary (Tetsugaku jii), edited by Inoue
Tetsujiro and Aruga Nagao (Tokyo: Toyokan, 1881). That dictionary of philosophical
terms was the first of its kind in Japan. Bansui’s shintaishi use the term frequently. In
the Shincho edition of Tangled Hair in 1919, the word “ideals” in poem 67 was changed
to “yesterday” (WE H: kino). For poem 208 below, in the Kaizo edition of Tangled Hair

in 1933, “ideals” was changed to “heart” (\[»: kokoro). Poem 46 below keeps the term B
A8, but it always maintains the gloss omoi, thus allowing it to straddle the three concepts
of “ideals,” “thoughts,” and “love.” See Itsumi, 101, 145, 94.

62 Itsumi Kumi, Midaregami zenshaku (Complete interpretation of Tangled Hair)
(Tokyo: Oftisha, 1978), 101.

63 Or, according to Sanford and Goldstein, the Buddha arrives on a purple cloud to take
devout followers when they die. Sanford and Goldstein, 129-130.
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a lonely lover. Instead, we might have found in the poem a more philosophical dejection
lamenting the passing of time or the dreams of youth. We would probably read it as
sunset, whereas Akiko’s hand makes it read like the sighed words of one whose lover has
just left at sunrise. Such a reading is the conventional significance of dawn in traditional
tanka. As with the other colors in Tangled Hair, the color purple has symbolic, abstract
significance to reinforce the idealism expressed in the poem.

To entertain slightly more far-fetched speculation, we might also read “murasaki”
not as the color purple but as the name of Genji’s great love (or even the author of The
Tale of Genji).%4 In that case, the clouds above Murasaki’s head would have dispersed
long ago, and the speaker of the words of Akiko’s poem would be left in a state where
even Murasaki’s frustrated ideals, perhaps involving devoted attention from Genji, were

hopelessly outdated. The poem would then read thus:

64 For Akiko’s use of Genji in her poetry, see Ichikawa Chihiro, Yosano Akiko to Genji
monogatari (Yosano Akiko and The Tale of Genji) (Tokyo: Kokken shuppan, 1998). For
Akiko’s early grounding in, and later scholarly exposition of, the Heian classics, see G. G.
Rowley, Yosano Akiko and The Tale of Genji (Ann Arbor: Center for Japanese Studies,
University of Michigan, 2000). Building on the work of Ichikawa, Rowley argues that
Akiko’s scholarship on Genji and other classics deserves greater appreciation. Akiko
translated The Tale of Genji into modern Japanese twice: the first version (which was
also the work’s first translation into modern Japanese) was published in four volumes in
1912-13, and the second in six volumes in 1938-39 (Rowley, 52-53, 152-153). This does
not include an intermediate translation in progress that was destroyed in the fires
caused by the Great Kanto Earthquake of Sept. 1, 1923. Besides Genji, Akiko translated
into modern Japanese the eleventh-century Tales of Flowering Fortune (%3435 Eiga

monogatari), The Diary of Murasaki Shikibu (%2258 H id: Murasaki Shikibu nikki),
The Diary of Izumi Shikibu (F152 20 H itl: Izumi Shikibu nikki), and Yoshida Kenko’s
(& H LT, ca. 1283-ca. 1352) Essays in Idleness ({8 : Tsurezuregusa, ca. 1330-31).

All of these were published between 1912 and 1916 (Rowley, 89). Akiko’s original
scholarship, the product of her individual study under no master’s tutelage, corrected
misinterpretations that had built up over centuries of derivative commentaries.
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Murasaki’s

ideal clouds

scatter and disperse—

up in the sky where I gaze
they have all disappeared

The second poem with the term “ideal” follows:

208 Before the devil FED F ~IC
your ideal is crushed— M ZZEL (B4 omoi)
do not point your finger FbETL
at the weak child KDW 5%
and your night together WS LET%R

Itsumi reads the “ideal” of the poem above as an ideal of self-liberation shared by the
Morning Star poets, against the evil restrictions of a feudal society.% More specifically,
it is an ideal of freedom to love as one chooses, and thus appears to feed all too easily
into the criticism that Akiko sings merely of a selfish ideal of love, and nothing more
profound. Yet the ideal invoked here is not the speaker’s own, nor is it made explicit.
Instead, the speaker of the poem refers to the ideal sardonically. Itsumi notes here that
the poem refers to the recent marriage of Akiko’s rival for Tekkan’s affections,
Yamakawa Tomiko.%¢ The fate of an “ideal” at the hands of a “devil” suggests a
metaphysical dimension.

The third poem invokes ideals in a good-humored way:

46 Do not repent, though AR A

65 Ttsumi, 145. Commentators tend to refer to this traditional morality as feudal (1%
[19: hokenteki), but that term, especially translated into English, is not very useful. The
“feudal” values that Akiko’s poems reject are those of chastity, obedience, diligent study,
and religious observance.
66 Ttsumi, 145.
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your sword broke BI Ll

when I clutched your sleeve— fra LAl
there are at last no thorns DO DHAED (HHAH: omoi)
on the flower of ideals HAMY I ESYZRS

Tekkan had earned the nickname “Tiger and Sword Tekkan” for elements that
epitomized the “masculinity” in his early collections.” But even though Akiko had once
vowed to write like Tekkan, her poems do not, in the end, share anything of the “tiger
and sword” style. This poem from Tangled Hair even subtly refers to the way she has
conquered him—and perhaps his tiger and sword style, too. (Yet to stop at the personal
level of the poems is to forgo consideration of the significance of thornless ideal
flowers.) What place has defensiveness, cautious self-protection in love—or in poetry?
The fourth poem with the compound “ideals,” which I discussed above as part of

a tangled poetic sequence, returns to the gloss riso:

261 Perhaps because Z ki
I myself am weak BLOMIHTE
at feeling those ideals, IE QA qUFEER
I was so envious of her D FREL

among the spiderwort that morning!  A#a7:220 L

Taken out of the context of poems 258 to 260, this poem no longer gives any clues to
what the ideal or ideals could be, except that envy runs counter to them. The sign is

more powerful because it is more abstract, in contrast to the speaker’s weak self.

67 This characterization applies especially to Tekkan’s early collections, North, South,
East, and West (i PER§AL: Tozal nanboku, 1896) and Heaven and Earth, Dark and

Bright CR#i X #5: Tenchi genko, 1897). By the time of his collection Purple (5%:

Murasaki, April 1901), his style had already begun to change under Akiko’s influence.
Itsumi, 94-95.
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Kami

The term kami (f!: god or spirit) appears in no fewer than forty-seven of the

poems in Tangled Hair. As noted above, I have chosen to keep the term kami in most
cases, rather than to arbitrarily assign a religion or number (though a verb often
specifies singularity or plurality) by substituting the English god, God, gods, etc.%8 If
one conception of kami were said to predominate, it would be that of an epithet for the
love object of the poems. Other invocations of kami include the kami of night, the kami
of love, the kami of autumn, and the kami of spring.® Even these kami, however, can
sometimes be read as her lover. This is especially applicable to the kami of night,
although in some cases she implores the kami of night to protect her secret or prevent
her lover from leaving. Akiko exhibits a menagerie of kami, including Greek, Shinto,
and Buddhist, along with other terms associated with specific religions, such as monks

(f: s0), sutras (#¢: kyo), the Bible (B2 seisho), hymns (B2#K: seika), temples (3: do;
Bit: in; or Sf: tera), shrines (&: miya), King David, and demons (Ji&: ma; or Y.: oni).7°

Given the association with natural law and the order of the universe, gods, kami,

68 Akashi Toshiyo writes that Akiko obviously does not adopt a single, clear definition of
kami. Akashi, “Midaregami to shiikyoteki hyogen” (Tangled Hair and its religious
expressions), Joshi-dai bungaku 35 (Mar. 30, 1984), 64.

69 Please consult the following poem numbers for examples of these kinds of kami:
night: 14, 16, 17, 24, 49, 62; love: 258; autumn: 19; spring: 8.

70 Examples of these kami are found in the following poems: Greek: 322; Shinto: 48 (for
a god of the Kamo River—but the general use of the term kami makes it hard to attribute
Shinto flavor to poems); Buddhist: 20 (a bodhisattva), 36, 150. Poems containing the
other terms: monks: 99, 159, 229; sutras: 7, 20, 121, 123, 150, 159, 229, 393; the Bible:
215, 216; hymns: 213; temples: 7, 20, 112, 142, 285, 343; shrines: 38; David: 368;
demons: 190, 191, 208, 209, 353, 365.
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and other religious symbols signal the possibility of an exaltation or contestation of
moral values. The question of morality has different answers depending on whether a
kami is read as the speaker’s lover or as some higher power.” Often, however, the kami

are personifications of impersonal fate, as in the following poem.

70 Molting heart &0
of morning, one of the biwa’s HD/INEED
four strings P4 DD
kami has forever O EDZIKAIZ
cut and thrown away MEHDITTL

Toya (&5)2) is a birdhouse, and from its use in falconry it has also come to mean a

hawk’s molting at the end of summer.7> The shedding of feathers or hair gives a visual
image of her pained heart’s falling to pieces, and the broken biwa (small koto) string
echoes her internal twangs and pangs.”3 In contrast, the sense of toya as a kabuki green
room, emphasizing the enclosure of a spirited singing creature waiting to escape,
suggests anticipation and effervescence. While such a sentiment is in tune with many
poems from Tangled Hair, and accurately reflects Akiko’s own cloistered youth, in this
case it works against the poem’s thrust. Instead, toyagokoro points to the heart’s end of
summer, a time thrown away forever with the springtime of youth. The biwa’s four

strings are the seasons of life, one of which has been cut.

71 See also the discussion of poem 207 below in the section on sin.

72 In addition, it can be used to describe the loss and thinning of hair by syphilitic
courtesans, or the green room near the hanamichi for kabuki actors.

73 Among the various stringed instruments that can be called koto, the biwa is a small,
four-stringed instrument similar to a lute. See William P. Malm, Japanese Music and
Musical Instruments (Rutland, VT: Charles E. Tuttle, 1959), 94.
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The final line has a homophone for hair-cutting, 22U] © (kamikiri). Women who

took Buddhist vows, often because they had been widowed or deserted, would have their
hair ceremonially cut. Thus, kamikiri suteshi is a metonym for a discarded lover. A
woman whose heart is molting after missing her season of love might feel like a
discarded lover. The cutting of a biwa string resembles the cutting of her hair. But

because the poem writes the word kami with the character for deity () instead of hair,

the sense of hair-cutting is tangled with the sense of being discarded by (or possibly
discarding) a divine lover. The word play of deity and hair is especially satisfying
because the religious import of abandonment by a deity contrasts with the cleansing act
of taking Buddhist vows. As written, the kami rules coldly over the fatalistic passage of
time, without a clear connection to any judgment on the character’s actions. The irony,
then, is that a divine figure is made the scapegoat for the transient seasons of human
life, even as the speaker purifies her passions in symbolically moving beyond the season
of lust embodied in her flowing hair.

The poem below is a more climactic encounter with kami and koto:

97 The rule of the kami, MDD
the peal of a life, MOV E
the end of my world— DA
listen to the sound EIZEH O
of ax striking koto BEELEA

It is unclear whether it is the speaker or the kami who strikes the koto. As in the
previous poem, the koto represents her life. Both are injured and ring out. Here, her

life is not forsaken to go slowly out of tune, warp, and crack with age; rather, she is dealt
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a decisive blow that makes her cry out against the hand of destiny. The ax is no mere
broken string, no passing of a season of life, but something more acute, complete, and
immediate: the loss of love. To whom, though, does she plead to “listen to the sound”?
Is it the kami, or her former lover? Again, if we see the kami as her lover, and his rule as
his decision, then she appeals to him as if he were a god. Such a futile appeal makes the
poem sound especially tragic (or perhaps it is the destruction of a musical instrument
that is so painful to contemplate).

Akiko’s pleas to divine assistance in love seem to have found attentive ears and a

vocal response in the following poem:

52 A beautiful life, IO LE
it would be a pity, izl &
the kami said, DDA
and my wish FROD Z i
has now been granted RLTLS

Yet the kami’s benevolence is simply to let mortal humans live; falling in love is business
they can take care of on their own.”# Nor does the poem articulate a specific action of
the kami. We infer, and Cranston’s translation specifies, that the pity would be for the
kami to take such a beautiful life away, although it could be simply a matter of the life’s
going to waste without love.”> The wish—alternatively, prayer—that is granted is

likewise left to the reader’s imagination. It is a poem less about divine intervention than

74 Itsumi writes in her analysis of the poem, “Akiko’s humanistic opinion was that
supreme love cannot be achieved through divine power.” Itsumi, 96.

75 Cranston’s version is as follows: “So beautiful— / A life I should regret to take, The
god says now, / Though the bargain that we made / He has kept at last.” Cranston,
“Carmine-Purple,” 102.
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about divine non-intervention. The ending ima (now) punctuates the poem with an
insistence on her present and a refusal to countenance the transience that stalks the
poem.

If the kami is her lover, however, we can read the poem quite differently. What
the kami says could be the negai (wish), which she grants, while the reflection on pity at
the beginning could be the speaker’s. Hence:

A beautiful

life, it would be a pity (I thought),

and that wish

the kami spoke

I have now granted
The beautiful life to be pitied could be either hers or his, and the pity is for the prospect
of life’s failure to find or consummate love.

Akiko’s supernatural poems seem to stage and then blur the tensions between
physical beauty and a spiritual sublime. The poetic speaker’s feminine physical beauty
does not simply have a counterpart in a masculine spiritual sublime, in spite of her
frequent appeals to a kami lover.7® Susan Napier’s study of the fantastic in modern
Japanese literature offers valuable insights into the potential for sublimity in the

intersection of women and the supernatural. Although she passes over poetry entirely,

Napier taps into the special power of “avenging women”:

76 Ban Wang shows that the sublime is traditionally interpreted as a “masculine mode”
in Western aesthetics, but then argues that theorists such as Liang Zongdai have shown
the potential for the feminine to be sublime as well. I agree, although I do not see the
need for recourse to theories of yin and yang or the Nietzschean dichotomy between
Apollinian and Dionysian. Ban Wang, The Sublime Figure of History: Aesthetics and
Politics in Twentieth-Century China (Stanford: Stanford University Press, 1997),
101-122.
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The association of women with ghosts and metamorphosis is also an

important part of Japanese tradition, encompassing everything from the

No and kabuki theaters to the woodblock prints of the early nineteenth

century and even the post-Restoration era. . . .After the Restoration,

however, such melodramatic depictions of women and the supernatural

were increasingly regarded as old-fashioned or vulgar, although the

depiction of demonic women remained a favorite subject of popular artists

and journals.””

Note here the negative class marking that attaches to demonic women, who come to be
seen as “melodramatic” and “vulgar” figures even as they remain “popular” (here used in
a class-based way). Also note that vulgar is associated with “old-fashioned.” In other
words, the trope of feminine, supernatural, avenging power loses status at the same time
that it comes to seem out of date. This happens also to be when newer tropes are
coming into fashion from contact with the West.

Napier also points to a second character that develops in the Meiji and Taisho
eras, the “oasis woman.” The oasis woman is “linked to a space outside of the real which
offers comfort and revitalization to the weary male.””® Such a character is not limited to
fantastic literature, but appears in realistic works, too. Yet note the female character’s
subordinate position as object in the male subject’s desire for an alternative to reality.

While often that alternative can be exotic and future-oriented, as in Tanizaki

Jun’ichiro’s (& IEE—ER, 1886-1965) portrayal of the vaguely “Eurasian” modern girl
Naomi in A Fool’s Love (#ii A ® %: Chijin no ai, 1924), the oasis woman can be non-

modern, as well. For she is “linked not only to an alternative to consensus reality but

77 Susan J. Napier, The Fantastic in Modern Japanese Literature: The Subversion of
Modernity (New York: Routledge, 1996), 23.

78 Napier, 23.
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also to an alternative which frequently embraces traditional Japan.”79 Female
characters in literature are well suited to their role as “symbols of cultural
retrenchment.”8° This ideological burden on women is part of a gendered dichotomy
between material and spiritual, similar to what Partha Chatterjee describes in
postcolonial societies, that casts women as the sheltered, spiritual embodiment of
indigenous tradition, in contrast to the public, materialist male role.8* Such an
ideological distinction would have added extra weight to the invocation of spirituality
and religion poetry by a woman (as author or speaking voice); in Akiko’s case, the
significance is further emphasized by the transgression of religious boundaries as well as
her use of both indigenized Buddhist and Shinto symbols and the still somewhat exotic
—and therefore decidedly anti-traditional—Christian symbolism.

Is there a link between the gendered oasis Napier describes and the metaphysical
elements of Akiko’s verses? In the case of Tangled Hair, the figures do not tend to be
anti-realist or “fantastic” in the sense Napier means by the term. But as shown above,
even realist works can employ this trope. So, while the personae are hard to read as
ghostlike or fantastic, the more salient difference is that the agency belongs to women.
The women of the verses (for why say it is just one woman throughout?) are not there
just to stoke or allay men’s anxiety, even if they have such effects on male readers.

Rather, they look to multiple sources to snag the fabric of reality, and these sources are

79 Napier, 23.

80 Napier, 23, quoting Nina Auerbach, Woman and the Demon: The Life of a Victorian
Myth (Cambridge: Harvard University Press, 1982), 73.

81 Partha Chatterjee, The Nation and Its Fragments: Colonial and Postcolonial
Histories (Princeton: Princeton University Press, 1993), 121.

202



found in male lovers whom they name as gods, in themselves or parts of themselves
(such as their hair), or in other religious symbols that evade simple explanation. The

following example illustrates this well:

40 A tangled feeling, AN Z
a lost feeling— FLEnwIIbz
for the kami who so frequently A
tramples the lily, BHE ST
I cannot even cover up my breasts ABIFOHAT

On the other hand, consonant with Napier’s judgment that fantastic works have a
“creative energy that allows for more narrative creativity and excitement than in many
realistic texts” afforded by women beyond the pale, 82 Akiko’s religious symbolism opens
up poetic creativity.

Ghostlike figures in No and other literature, often female, portray excessive
attachment to the world. At the same time, they offer their interlocutors, often male, a
means of escape from that world. The figures in Tangled Hair are not ghosts, and their
connection to “earthly passions” is not suffused with a Buddhist notion of attachment.
Instead, their means of escape from the world is in passion itself, passion that has been

exalted to a metaphysical standing and allows them to consort with the supernatural.

Tsumi: I’ve Got You Under My Sin
Many of Akiko’s best-loved poems face the moral judgments that condemn

female sexuality as sinful or transgressive, but they do this in various ways. Some

82 Napier, 24.
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poems question the judgment of sin altogether; others accept that judgment, either
gladly or repentantly. But we must first consider the concept of sin as used in the
poems, because sin is a powerful concept that invokes ideals and norms that tie human
action to divine law and the natural to the supernatural.

The word “sin” in English refers primarily to a transgression against religious

law.83 The Japanese tsumi (3F), meanwhile, can mean the breaking of a religious taboo

or law, but it can also mean social offense, crime, guilt, blameworthy point,
consciousness of evil, or censure. According to The Great Dictionary of the Japanese

Language (HAREGEKEEM: Nihon kokugo daijiten), both religious and secular
meanings of the term date back to The Record of Ancient Matters (5 $+5t: Kojiki, 712

CE), establishing the use of the term long before contact with Christianity.84 The
dictionary lists an adverbial form of tsumi, as well: “in a way that causes others sadness,
suffering, or confusion; mercilessly.” Citations for this usage include Natsume Soseki’s

(2 Hilkf, 1867-1916) I Am a Cat (% 134# T H % : Wagahai wa neko de aru, 1905-06)
and Mori Ogai’s (#&FE4}, 1862-1922) Wild Geese (Jffé: Gan, 1911-13). Also of note is the

entry on tsumi ga nai (3£72372 \»): the first sense is “having no blameworthy points;

83 When used otherwise, it is usually humorous hyperbole to emphasize how bad (such
as a sin against fashion) or good (sinfully delicious chocolate) something is. Yet while
sin can be a useful metaphor in any language, what concerns us in the case of Tangled
Hair is how the discourse of sin is not placed at a metaphorical distance from its subject.
(Metaphor is, after all, a device that depends on the literal non-identity of tenor and
vehicle.)

84 Nihon kokugo daijiten (Great dictionary of the Japanese language), Select edition,
vol. 2 (Tokyo: Shogakukan, 2006), 1584.
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without faults; free of blemishes.” The Tale of Genji is cited twice for this sense. The

second sense is “innocent [fE455CTdH % : mujaki de aru].” Examples of this usage come
from Futabatei Shimei’s (- ZE52PU3K, 1864-1909) Floating Clouds (7#2£: Ukigumo,
1887-89), Ogai’s Impromptu Poet (AHLEE A : Sokkyo shijin, 1901; a translation of Hans

Christian Andersen’s [1805-75] Improvisatoren), and Soseki’s I Am a Cat.

From the citations given above, we gain a sense of the currency of tsumi in
literature of the turn of the century. One more example, a noteworthy application of
tsumi to a love poem by a contemporary of Akiko, is the poem “Sin” by none other than
Shimazaki Toson.85 In this poem, the speaker enumerates various ends to which sin
leads lovers. The sin here is clearly biblical, with its references to the expulsion of lovers
from a garden and punishment after death.

Akiko would have been more familiar with the Genji than the Buddhist classics,
but it would be foolish to speculatively distinguish her exposure to, or employment of,
different lines of descent of the concept of tsumi. More inviting is the prospect of
interpreting how concepts like tsumi changed or were challenged with the increased
cultural exchanges of the Meiji period. Akiko’s poetry antedates the New Woman

debates by a decade, but it also trails behind discussions of natural law in the early Meiji

85 “Sin” (JF: Tsumi) first appeared as “Because of Sin the Pathos” GEZz LX) D H 1E
% : Tsumi nareba mono no aware o), the first of a series of poems under the general
title “From Heart to Heart” (i X © f~: Mune yori mune e), in the May 1900 issue of
The New Novel G#i/Niit: Shinshosetsu), and then was titled simply “Sin” when it was

published in Fallen Plum Blossoms the following year. Shimazaki Toson, Rakubaishii
(Fallen plum blossoms) (Tokyo: Shun’yodo, 1901), 80-81.
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period and the translation of the Bible into Japanese in the 1880s.

In the traditional Buddhist context suggested by certain poems of tsumi, the
burden of avoiding transgression seems to fall more on the men. Dating back to the
medieval period, as Reginald R. Jackson notes, the misogyny of Buddhist monastic
societies led them more to “contempt” than “compassion” for women.8¢ Women may
threaten the precarious order of marginal groups of ascetic monks, but to them is
attributed neither moral agency nor the purity to begin with. Thus, as Jackson writes of

the exclusion of women from a temple ceremony in the No play Dajoji GE%=F), “since

women’s subversion is contingent upon male desire and transgression, the real threat to
the male religious community’s cohesion is posed by the men themselves.”87 In poems
involving the mutual transgression of monk and maiden, then, Akiko’s poetic speaker
trespasses like the female dancer in Dojoji, and her danger is felt by her monk-lover, as

in the following:

121 At the sound of the flute HDHEIZ
he stopped the hand B ) D7
that copied the Lotus Sutra FrLl®d
and knit his brow— 0z LHEK
still so young £72)6bnE

The word tsumi appears in eight Tangled Hair poems, including two of the first

five as numbered in the printed volume. This helps to set a certain tone for the series.

86 Reginald R. Jackson, “Midare Performance and the Aesthetics of
Decomposition” (Ph.D. dissertation, Princeton University, 2007), 225.

87 Jackson points out that the transgression in the play is even more complicated,
because the woman both is marked as a “performer” more than as a “woman” and
adopts a shifting gender identity. Jackson, 232.

206



2 Heed this song: Iz E T %

who dislikes the red AENHEFDAEIC

of the flowers in a field? fLEA T

such charm has the child B EHH0%
who bears the sin of spring HIEDLOT

The attitude towards sin in this poem is dismissive of it as a very category. Here, the
speaker of the poem asks the undisclosed audience to listen to a particular song or
poem, or perhaps to song or poetry in general, or even—as the translation here reflects—
to the very poem she is reciting. The “red of the flowers in a field” could be red flowers
among others, or it could be specifically the color red. The fourth and fifth lines
describe a child (ko, which implies but is not necessarily a girl) who bears the sins of
spring, or possibly a child who bears sin in spring.

These multiple possible readings enhance the poem’s effect, forcing the reader to
make interpretative judgments. First, why should a red flower be judged more
negatively than any other flower? Red is lustful, but the color of a flower is in its nature,
so one should not denounce or deny the lustfulness that is in one’s nature. Tsumi motsu
ko implies the original sin of all humans, who are tsumi no ko (children of sin; see also
poem 228 below) as children of Adam and Eve. But not all flowers in the field are red,
so to posit original sin as the cause of the red misses the biblical universality of human
sin. It is as if to say, if some individuals are especially amorous, why should we judge

them? The field itself is relevant to this question, though. #f (no) is wild space.

Anything that grows there is suspect as untamed, but also as untainted.

Second, how does the child come to carry “the sin of spring”? Has she simply
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picked red flowers? Or is she a red flower waiting to be either picked or rejected? Akiko
triumphs in equating passion with innocence, juxtaposing two different common
associations of flowers. The natural innocence of the flowers calls to mind the epigraph
to this chapter by Baudelaire: “Evil is done effortlessly, and naturally, by fate.” The
implied passion of the flowers’ red is passive, while the child actively bears sin. The
flower cannot help having its color, but the child is expected to overcome its predilection
for sin.

If we assume the child is a girl, it may be for our prejudicial association of both
flowers and the sin of lust with femininity. Or, more charitably, perhaps we assume that
poets who would dare to think of calling lust a sin are the type to pin it on women and
girls. The implicit femininity of the child, ko, allows the judgment of lust as sinful to
attach itself insidiously to women and not men. But Akiko’s poems challenge such a
gendered assignment of sin, either by directly defying such judgment or by pinning it on
both men and women—often ironically. Below is a poem in which both the woman and

her lover are sinful:

228 Clear water of my breast L DIEK
flooding, and at last HINTOOI
it has clouded— iRl
you a child of sin HbLIRDT
and I a child of sin HKHIRDT

This poem suggests that too much purity can cloud one’s judgment. But by associating
sin with clear water and children, is the speaker not undermining the very judgment of

sin itself? The great unspoken message of the poem is that the speaker is overflowing
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with emotion and resolute in embracing her fate. In spite of what she says, then, her
judgment is not clouded at all.
In the following poem, however, it remains ambiguous whether the “child of sin”

refers to the speaker or to her lover:

293 Take no pity ZD 3T
on me, my lord— DFETLHE
rather tell me JEDFD3
the child of sin has seen FooixT%
the extremes of insanity. HErt nO7E~

Itsumi takes the child of sin to be the speaker, and she points to Akiko’s need to confess
to Tekkan, who was still married to another woman.88 But there is no reason it cannot
be the man (especially if he is married), particularly in light of her use of “child of sin” to
refer to a man in poem 228 above. Is she to be pitied because she is sinful, or because
she must put up with his sinfulness?

Likewise, the following poem rejects the assignment of sin to the woman for what

the man does:

143 Is it a sin ANDTF-IZ
to offer a mere man L IZIED
my arm? Y IRVIENON/AS
The kami must grant EELET I
how white it is HEWIBHRE

In a usage note, the dictionary distinguishes tsumi from toga (%: fault), noting

that tsumi refers to conscious violations while toga refers to unconscious violations or

88 Jtsumi, 126.
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faults. In the Heian period, tsumi came to predominate and even took on some of the
meaning of toga, but since the medieval period toga has been used more frequently,
especially in colloquial language. Akiko uses the word toga three times in Tangled
Hair, and here she uses it together with kami in the following poem, suggesting a

religious connotation to toga:

207 With crimson 2D
deeper than that ZNED S E
of the mountain nettle, Nz bl
restrain yourself, plum, X 12N

you’ll pay the kami for your wickedness fiiC & 23& 13 Tr

Itsumi interprets poem 207 based on biographical evidence that Akiko, Tekkan, and
Tomiko had gone together to view nettles the previous autumn, and that Tekkan
associated Tomiko with nettles.89 Now with just the two of them, Akiko fears getting
carried away by her passion. Here, Tekkan is not the kami, but rather the plum (which
was his nickname).

Akiko’s poetry is full of consciousness of guilt, but it is never explicit what the
cause is, leaving it instead suggestive and metaphorical. In tandem with the guilt is the
rebellion of one who tries to reject the guilt imposed by society. Both are expressed in
the language of a gallimaufry of inauthentic religious symbolism, as if to avoid letting
any negative judgment stick.

Sin, wickedness, and transgression can be implied more subtly, without naming

89 This is in addition to Tomiko’s better known nickname, White Lily, which appears
frequently in Tangled Hair. Akiko is associated with white bush clover. Itsumi, 257,

315.
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them. One trope Akiko uses is that of the “stray sheep,” which came to Japan with
Christianity in the sixteenth century and became a popular phrase in the Meiji and

Taisho periods.?° The next poem also portrays the speaker as both innocent and cursed:

38 In the spring rain FHMIZ
wandering lost W RDE %
out of the shrine at evening, FLOHTL
a lamb looking for you, INER %
cursed am I DAHIFLDOEN

The lamb has wandered out of what appears to be a Shinto shrine, however. The rain
makes the mood somber and downplays her hope that, in being found, she will be going
even further astray.9* The poem achieves its effect by gaining sympathy for the lamb’s
ambivalence towards being lost and at the same time full of longing.

The same trope of a wandering sheep or lamb works in the following poem, too:

24 Kami of night, DD
won’t you take the sheep WD D fi %
that returns home FEoA
at morning and hide it LI EMD
under a small pillow L7zt 3T

90 Goldstein and Shinoda, 128. Akiko describes a lost lamb six poems later in poem 44,
too, and sheep appear in three more poems (numbers 24, 266, 391).

91 Ichikawa believes the lamb, which need not be a Christian symbol, is a stand-in for
Ukifune from The Tale of Genji. She bases this on the evidence that Ukifune considers
herself like a sheep about to be taken to the slaughterhouse. Ichikawa Chihiro, “Yosano
Akiko to Genji monogatari: Midaregami to ‘Ukifune’ o megutte” (Yosano Akiko and The
Tale of Genji: the case of Tangled Hair and “Ukifune”), Heian-cho bungaku kenkyii 1:2
(Oct. 1983), 103-104.
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Conclusion: Beyond Feminine Poetic Heritage and True Feelings

Akiko’s poetry is both a reaction against the realism of contemporaries like
Masaoka Shiki, and, like European Romantic poetry, a reaction against what we might
call enlightenment values of the Meiji period. But for Akiko, or for any writer of the
tanka form, its brevity limits the kinds of confession or revelation that can be
transmitted to readers. That brevity makes it more difficult to express unfamiliar points
of view or beliefs. Yet she does not simply succumb and write only the more familiar

sentiments—although she naturally also includes plenty of those, in such poems as this:

321 Spring is short, HALDL
and what has eternal life? AN D
I said, mz &
and guided his hand L0206 H 5%
to my potent breast Fic{oE R

But even here, she proceeds from the familiar association of spring with short youth to a
shocking physical gesture of bringing her lover’s hand to her breast. Is her innovation
that her irreverent poetry celebrates transgression? Does she embrace the evil of her
nature, as Baudelaire would have it in the epigraph to this chapter; does she reject the
judgment of evil altogether? Although Akiko the person championed social causes and

was a devoted wife and mother, her poetry does seem to cast off traditional morality:

352 Not speaking of the Way, Bx iy
not thinking of the hereafter, #aEIxd
not in quest of fame, cx il
here I look at you Z ZITIBROE S
loving me loving you aef s
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Or is Akiko’s passionate turmoil, embodied in her tangled hair, little more than a
marker of “feminine poetic heritage”? Sarah M. Strong, for example, argues that Akiko
“is mining ancient feminine ore” in her “use of tangled hair as a metaphor for the
confusion and turmoil of feminine erotic emotion.” 92 Strong makes a good point that
Akiko’s works are part of “an unquestioned feminine literary heritage” unexampled in
the West, albeit a heritage that is often regarded as “second-tier” in relation to men’s
literature. 93 But Akiko’s poetic speakers are not simply the victims of their gender’s
timeless fate, and to the tangled hair and other conventional symbols must be added less
familiar imagery and references to Christianity along with those from Buddhism and
Shinto. Such exotic and irreconcilable symbols are a source of intrigue, a new way of
stimulating curiosity and emotion in readers. When we leave aside biographical
explanations, we are further freed to explore the possible extensions of the poems.

Akiko herself claimed to reject the borrowing of “ancient feminine ore” in poetry.
As she wrote later about her writing process, poems should be “the outcome of the
overflowing of the powerful emotion of the author, whether in response to the world, to

experiences in the past, or to dreams.”94 This emotion she labels “true feelings” (5£/&:

jikkan) and specifies as follows: “[ True feelings] are emotions I have actually

92 Sarah M. Strong, “Passion and Patience: Aspects of Feminine Poetic Heritage in
Yosano Akiko’s Midaregami and Tawara Machi’s Sarada Kinenbi,” Journal of the
Association of Teachers of Japanese 25:2 (Nov. 1991), 181.

93 Strong, 190.

94 Laurel Rasplica Rodd, “Yosano Akiko on Poetic Inspiration,” in The Distant Isle:
Studies and Translations of Japanese Literature in Honor of Robert H. Brower, edited
by Thomas Hare, Robert Borgen, and Sharalyn Orbaugh (Ann Arbor: Center for
Japanese Studies, University of Michigan, 1996), 414.
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experienced; they may be active or passive; they may act on me from outside or impel
me to action, and sometimes they interact within me and produce a new feeling.”% For

Akiko, true feelings have five characteristics: truth (E5Z: shinjitsu), specificity (F%k:
tokushu), freshness (J&#7: seishin), excellence (175 : yushir), and beauty (35: bi).%

There seems to be no room for supernatural fancies (which are disloyal to truth) or
borrowed sentiments from her precursors (which lack freshness).

Nevertheless, the diction and allusion in the poems of Tangled Hair powerfully
resist the move towards realistic description by summoning multiple, contradictory, and
abstract supernatural figures and symbols from the canon and beyond. By exploiting
these various supernatural figures and images, Akiko’s poems tangle with a more
traditional morality, and they make that entanglement, and the possibility of liberation

from it, seem more dangerous, exciting, and vivid than her “true feelings” ever could.

9 Rodd, 415, citing Teihon Yosano Akiko zenshu (Authoritative complete works of
Yosano Akiko), vol. 13, 272.

96 Rodd, 416, citing Tethon Yosano Akiko zenshii, vol. 13, 47.
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CONCLUSION

Natsume Soseki (B Hll 11, 1867-1916) beautifully expresses one ideal of the poet and
the painter, through the narrator of his novel Pillow of Grass (5:#: Kusamakura,

1906):

Only thanks to the existence of the poet and the painter are we able to

imbibe the essence of this dualistic world, to taste the purity of its very

bones and marrow. The artist feasts on mists, he sips the dew, appraising

this hue and assessing that, and he does not lament the moment of death.

The delight of artists lies not in attachment to objects but in taking the

object into the self, becoming one with it. Once he has become the object,

no space can be found on this vast earth of ours where he might stand

firmly as himself. He has cast off the dust of the sullied self and become a

traveler clad in tattered robes, drinking down the infinities of pure

mountain winds.!
I begin the conclusion with this passage not because the title of the work is the same as
Shimazaki Toson’s “Pillow of Grass” from chapter one, although both fittingly reflect a
concern with artistic meditations on travel, but because Soseki’s narrator so eloquently
captures the broader artistic ideals and struggles of poets like those in this study. He
invokes a “dualistic world” made up of our daily economic lives, on the one hand, and
something ineffable, on the other.

The irony of Pillow of Grass is that the narrator himself is an unskilled would-be
poet and painter whose attempts at composing poems and paintings during his sojourn

at a mountain spa are mostly abortive. Yet this narrator’s expansive and often

contradictory musings on artistic ideals are infused with a moving poetic beauty and

! Natsume Soseki, Kusamakura, translated by Meredith McKinney (New York: Penguin
Books, 2008), 65.
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picturesque composition. His visions are inspired as much by his communion with
great works of art and criticism, from John Everett Millais’s (1829-96) painting of
Ophelia (1852) to Gotthold Lessing’s (1729-81) Laocoon (Laokoon, 1766), as by his
direct experience of the purportedly natural wonders of the place he is visiting. It is this
synthesis of intertexts with natural scenery that inspires the narrator, who decides that
to be a great artist one does not necessarily have to create great—or any—art.>

What better way is there, in fact, for this poet to go beyond natural description,
beyond shasei, than to lay down his brush? Instead of forcing a poem to come to him,
instead of forcing nature to speak through him, he lets nature speak to him. Like
Toson’s traveler in “Rambling Through the Deep Woods,” he seems to be happy to melt
into the poetic landscape. Yet if, as Emerson writes in “The Poet,” he has “penetrate[d]
into that region where the air is music, [where he can] hear those primal warblings,”
then he has learned not to “attempt to write them down. . .and substitute something of
[his] own, and thus miswrite the poem.” Instead, he seems to have taken to heart
Emerson’s subsequent axiom, “Words are also actions, and actions are a kind of
words.”3 And if, as in the Lucretius epigraph to Bansui’s “The Universe and the Poet,”

he “has traveled through the immeasurable all in mind and spirit,” then none would ever

2 Natsume, 124-25. Kamei Hideo puts the narrator of Pillow of Grass in a category with
Kunikida Doppo’s (FEI/RHI$ii 4%, 1871-1908) protagonist in “Musashi Plain” (k%7 :

Musashino, 1901), among others, of characters who style themselves artists because
they are aesthetes who criticize society from the standpoint of a search for beauty.
Kamei Hideo, Meiji bungaku shi (History of Meiji literature) (Tokyo: Iwanami shoten,
2000), 176.

3 Ralph Waldo Emerson, Selected Writings of Emerson, ed. Donald McQuade (New
York: Random House, 1981), 306.
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know.4

But we do know, of course, because Soseki the author did write the novel. The
narrator, unable to complete a painting, is Soseki’s artwork, and his actions are his
words. The narrator tries to “become one with the object,” so that there is nowhere “on
this vast earth of ours where he might stand firmly as himself.” If the narrator has
finally learned to live as a true artist, then we readers should now be able to “imbibe the
essence of this dualistic world [and] taste the purity of its very bones and marrow,” not
through his poems and paintings but through him directly. He is like the antique ink
stone that belongs to the abbot of the nearby temple: originally designed to be a tool for
art, but too precious an artwork itself actually to be used.

Soseki, who around the same time was developing his ambitious Theory of

Literature (L i: Bungakuron, 1907),5 succeeds brilliantly in this fictional work at
g

activating conventional tropes of artists traveling through nature to find both poignancy
and detached humor. Unlike a unified, robust theory of literature in a straightforward
critical work, the theories of a novel’s protagonist—Ilet alone the novel’s other characters
—can be partial, insupportable, and contradictory. They can also be more enjoyable
when they are freed from the constraints of criticism’s earnest author-reader

transmission. Like Yosano Akiko’s poetic speakers, Soseki’s narrator can contradict

4 Lucretius, De rerum natura (On the nature of things), with trans. W. H. D. Rouse, rev.
Martin Ferguson Smith (Cambridge: Harvard University Press, 1992), 8 (Book I, line
74).

5 See also Natsume Soseki, Theory of Literature and Other Critical Writings, ed.
Michael K. Bourdaghs, Atsuko Ueda, and Joseph A. Murphy (New York: Columbia
University Press, 2009).
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himself. He can deny the use of emotion in one moment, saying, “You must forget the
pain of your own broken heart and simply visualize in objective terms the tender
moments,” and then in the next moment say that a “greater artist, however, will impart
his own feelings as he depicts the phenomena and bring them to vivid life on the

canvas.”® He can whip up theories of the importance of artistic “nonemotion” (JE A\ 1f:

hininjo) when he is alone in his hotel room, and then find himself ridiculed for
suggesting that he would like to fall in love “nonemotionally”—which is not the same

thing, he insists, as “unemotionally” [ \1: funinjo].” His grand ideas, like the novels

he reads, do not have to be followed in any particular order.® The contradictory,
nonlinear thoughts and feelings of a flawed artist are like Akiko’s contradictory,
nonlinear verses in Tangled Hair.

Soseki thus has it both ways, by writing a realist work about a narrator given to
fantasy.9 Soseki’s narrator sounds like Toson’s subjects in “Pillow of Grass” and

“Rambling Through the Deep Woods” when he writes:

6 Natsume, Kusamakura, 31, 67.

7 Natsume, Kusamakura, 43, 97; for the Japanese, see Natsume Soseki, Kusamakura
(Pillow of grass) (Tokyo: Iwanami shoten, 1972), 44, 108.

8 The narrator seems to be poking Soseki the scholar in the eye here: Soseki’s theory of
literature is founded on the stream of consciousness, but the narrator likes to read
novels in random order, thus disturbing the flow. He wants to know “why should it
matter whether you read it from the beginning, or from the end, or just dip into it in a
desultory way?” Natsume, 96.

9 Soseki referred to Pillow of Grass as a “haiku-like novel,” in contrast to the “senryu-
like novels” of the past. (Senryu [)II1#l] are humorous seventeen-syllable poems.)

Natsume Soseki, “Yoga ‘Kusamakura™ (My “Pillow of grass”), in Bunsho sekai (World of
letters) 1:9 (Nov. 1906); quoted in Komiya Toyotaka, “Kaisetsu” (Explanation), in
Natsume Soseki, Kusamakura (Pillow of grass) (Tokyo: Iwanami shoten, 1972), 170.
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There is no avoiding suffering, rage, flailing, and weeping in the world of

humankind. . . .I find it exhausting to be forced to experience these same

tired stimuli yet again through a play or novel. The poetry I long for is not

the kind that provokes this type of vulgar emotion. It is poetry that turns

its back on earthly desires and draws one’s feelings for a time into a world

remote from the mundane. . . .Happily, in the poetry of the Orient there

are works that transcend such a state.°
The narrator hopes to stand back and observe “from a lofty and transcendent
perspective. . .to prevent any spark of human feeling from springing up.”!* In doing so,
he seems to invoke what Terry Giffords calls the pejorative “pastoral”: the idealization of
an unproblematic, “comfortably complacent” vision of a natural antidote to urban
society.!? Yet the genius of Soseki’s novel is that his narrator can invoke the pastoral—
just as Akiko’s speakers invoke religious sin—without the author’s subscribing to the
same naive ideal. If anything, readers are led to be somewhat dismissive of the need,
and certainly of the efficacy, to travel into the mountains.

Then again, the novel ends with an entourage traveling downstream to a nearby
city to see off young Kytichi, who is going to fight in the Russo-Japanese War. The train
that comes to carry him away is “the serpent of civilization.” The sense of ominousness
about the urban, industrial, militarized future cannot but lend a pastoral quality to the

world upstream, inhabited by people such as a fisherman who will “likely go on sitting

there, gazing at [his fishing line], until the Russian War is over.”'3

10 Natsume, Kusamakura, 9. The poems that the narrator then adduces to make his
point are classical Chinese poems.

11 Natsume, Kusamakura, 12.
12 Terry Giffords, Pastoral (New York: Routledge, 1999), 2. See also chapter one.

13 Natsume, Kusamakura, 145, 140.
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Although Soseki is associated with the realism of his close friend Masaoka Shiki

(1EfF#1, 1867-1902) more than with the poetry of Toson, Bansui, and Akiko, his

narrator is concerned with the poet’s mediated relationship with nature and with the
ideals that lie beyond realism. The narrator’s contradictory statements echo both sides
of arguments made in the Meiji period about the relationship of nature and literature.
Kamei Hideo characterizes the ideological status of nature for Meiji-era writers as
follows:

According to writers of modern Japan, while “nature” was an
important object for practices of expression that sought to revive reality, it
was also a standard. The naturalist literary movement of the latter half of
the Meiji 30s [1902-1906] and the sketching [5-4:3: shaseibun]

movement of Masaoka Shiki display this well.

Why was “nature” a standard? According to them, it was because
nature was “beauty,” but that was not all. We are engulfed in the
movements of a social totality that surpasses what humans can conceive
and what individuals’ strength can match. Also, they were tormented by
feelings and sentiments that they could not control. In such a time, and
against the backdrop of—or in the midst of—the inevitability of things,
they felt an appreciation for the will of “nature,” which they made out to be
absolute and transcendent. Because of this, when it came to writing about
nature, society, or human beings, they thought it would not do to twist and
embellish on their subject according to their own wishes, and they made it
their ideal to write on subjects with an impartial attitude. To make an
ideal is also to make a personal standard. Nature has no private feelings.
Therefore, to confront it one must be impartial. That which is expressible
by this method they called “truth.” In their meaning, “nature” was the
source of “beauty” and “truth.”

This may be hard to understand for people who think of “nature” as
the opposite of “culture,” but according to them respecting “nature” as it
was was the very best “cultural” attitude. s

14 See, for example, Wada Toshio, Shiki to Soseki (Shiki and Soseki) (Tokyo:
Merukumaarusha, 1976), 140.

15 Kamei Hideo, Meiji bungaku shi (History of Meiji literature) (Tokyo: Iwanami shoten,
2000), 81.
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Iwamoto Yoshiharu’s (Ez A #%75, 1863-1942) ideal of artistic description, for

example, depends on the inherent value of nature. “The greatest literature,” he writes in
18809, “is that which reproduces nature just the way nature is. The most beautiful art
never accompanies immorality.”'® Note how he equates beauty with morality on the
basis of an implied truthfulness, while also implying that morality is merely the absence
of immorality.

Mori Ogai (£}, 1862-1922), arguing against Iwamoto, sees artistic inspiration

as artificial:

Self-aware thought is “mind” [#§i: seishin]. Unself-aware “thought” is

“nature.” “Beauty” sleeps in “nature” and awakens in “mind.” The
“beauty” that is proclaimed within “mind” is called “fantasy” [2%4H: usually

kiiso, but here glossed phonetically as fantajii]. The “beauty” that
“fantasy” achieves is from “nature.” But “nature” is not reproduced in its
“natural” state within the mind. The fire of “thought” kindles some
quantity of dust that supplements “nature,” creating “beauty.”"”
Ogai thus acknowledges nature as the source of beauty, but he argues that it requires
some transformation in the mind of the artist to be manifested as beauty. That beauty is

separated from truth, and it has no necessary connection with goodness.

What both Iwamoto and Ogai seem to miss, but what Kitamura Tokoku (L&
¥, 1868-94) recognizes, is the importance of the connection of nature not only to beauty

but also to passion. In his 1892 essay “World-Weary Poets and Women” (JRRtHFF5 & &

16 Twamoto Yoshiharu, “Bungaku to shizen” (Literature and nature), Jogaku zasshi
(Women’s learning magazine), no. 159 (April 1889); quoted in Kamei, 167.

17 Mori Ogai, “Bungaku to shizen” (Literature and nature), Kokumin no tomo (Friend of
the people), no. 50 (May 1889); quoted in Kamei, 168.
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YE: Ensei shika to josei), he writes that “when love is clear, it penetrates beauty and

truth.”*® In 1894, Tokoku proclaims, “At the root of realism there must be passion;
without passion it is hard for there to be anything more than description for the sake of
description.”*® Tokoku injects the idea of the divine into individual passion and
introduces that passion into literary representation. This is the dawn of Romanticism in
Japanese literature, and Tokoku has a direct influence on Toson’s writing through their

joint participation in Literary World (3C“#5L: Bungakkai).

By 1906, when Soseki’s Pillow of Grass was published, the Japanese Symbolist

movement (REIR: shochoha) was beginning to flourish. Ueda Bin’s (_EFH,

1874-1916) appealing translations of French poetry (which included Parnassians as well

as Symbolists) came out in 1905 and were collected in Sound of the Tide (f#il ¥ :
Kaichoon, 1905). In the same year, Kanbara Ariake (7l 58, 1875-1952) published
Birds of Spring (& & %: Shunchoshii, 1905), a breakthrough work in the Symbolist

mode. “Symbolist poetry,” Earl Jackson, Jr., argues, “requires the tension produced by
contradictory movements of transcendence and reflexivity, the former toward an extra-
semic level of meaning, the latter toward the sign-system of the poetic language itself.

The transcendent impulse posits an exterior focus in the signifying process that the

18 Kitamura Tokoku, “Ensei shika to josei” (World-weary poets and women), in Tokoku
zenshu (Tokoku’s complete works), vol. 1 (Tokyo: Iwanami shoten, 1950), 255.

19 Kitamura Tokoku, “Jonetsu” (Passion), in Kitamura Tokoku shui (Kitamura Tokoku
collection), in Meiji bungaku zenshu (Complete works of Meiji literature), vol. 29
(Tokyo: Chikuma shobo, 1976), 156; quoted in Karatani Kojin, Origins of Modern
Japanese Literature, trans. ed. Brett de Bary (Durham: Duke University Press, 1993),
20-30.
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reflexive function subverts.”2° Both the transcendent impulse and the reflexive function
undermine the individual passion that Tokoku had proclaimed.
At the same time, however, the first so-called Naturalist works of fiction began to

appear, beginning with Toson’s Broken Commandment (157%: Hakai, 1906) and
Tayama Katai’s (HILI{64%, 1871-1930) Futon (i#il¥], 1907). William F. Sibley credits the

Naturalist movement, riddled with “egocentricity” though its output may have been,
with “the emancipation of post-Restoration literature from an unproductive dependence
on extraneous models, both Western and Japanese.”2' The more successful works may
indeed have what Edward Sapir calls “the illusion of absolute freedom” we find in “great
art.”22 But as Sapir also reminds us, “Language is itself the collective art of expression, a
summary of thousands upon thousands of individual intuitions. The individual goes
lost in the collective creation, but his personal expression has left some trace in a certain
give and flexibility that are inherent in all collective works of the human spirit.”23
Writers cannot stand outside of literary history, and they cannot entirely hide in
either nature or language. Instead, as Toson, Bansui, and Akiko have done, they can
make the best of secondary natures, allusive language, and reflection on poetic ideals

themselves.

20 Earl Jackson, Jr., “The Heresy of Meaning: Japanese Symbolist Poetry,” Harvard
Journal of Asiatic Studies 51:2 (Dec. 1991), 573.

2t William F. Sibley, “Naturalism in Japanese Literature,” Harvard Journal of Asiatic
Studies 28 (1968), 160, 169.

22 Edward Sapir, Language: An Introduction to the Study of Speech (New York:
Harcourt, Brace, 1921), 236.

23 Sapir, 246.
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APPENDIX: ENGLISH TRANSLATIONS OF SELECTED POEMS

A. From Shimazaki Toson’s Seedlings (#3%%: Wakanashi, 1897)

1. Song of the Autumn Wind (FKJEDHk: Aki kaze no uta)

Unrelieved loneliness in my mountain home,

tousling the pampas grass the autumn wind blows

Silently the autumn wind comes
Rising from the western sea;
Dancing, lifting, romping white clouds fly,

Their course is clear to see.

Upon hearing the sound of the koto
On the tips of the golden foxglove,
Autumn with its long evening shadows

Knows the wind has arrived.

At evening the west wind blows,
At morning autumn leaves come in the window;
At morning the autumn wind blows,

At evening the quail hides in its nest.

Crane to see the green mountains,
They have been dyed by maples;
The frosty leaves brought on the autumn wind

Are revealed in the mirror of the sky.

How chill is the west wind

When it first blows the autumn leaves;
How cruel is the autumn wind

When it reaches those maple leaves.

224

SULIFvo Lt bbhrallHIc

RACA 2N TR Z 5K

LoD E 72 B H0RD
PEOME L DIREHD
BOLLIOLIHED
ROTIT AN B 207

st CKIZE D
N DA DEEDE T
ZOEEROZHEL L EIE
BDE5 LHMGNTDH

KD S PHJEIR & 75 5 T
HIKDEDREIZAD
HIKEDORE X¥T
W RDEHICE S

S0 SFRAUTFLD
tidH ABITYED DT
L DATHED
TEOHGEIZH 5 136

H L\ 2o E o
FOKDIEZKIT S & &
I UL PR D
DPDOLABIECE/B L E



As the Brahmans who teach the Way
Scatter to the east and west,
Wafted on the autumn wind

The leaves in the trees flutter away.

As the hawks’ and eagles’ wings
Flap away each day from dawn to dusk,

How hard the autumn wind blows them,

Its own wings have voices and they have power.

See how clever the west wind
Sweeps the leaves of the mountain trees;

How doleful is the autumn wind

When it casts down the countless autumn leaves.

Though men may wave their swords about,
Their waving must come to an end;
And tongues that curse the present age

Have voices that are soon snuffed out.

High and fierce, O autumn wind,
You confound the breath of hills and fields;
Until you wither and dry the world out,

There shall be no end to your blowing.

How lonesome is the autumn sun
Within the bowl of heaven and earth;
Who knows where the wind is headed,

Flying with the fallen leaves?
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2. Rambling Through the Deep Woods (kD i#3&: Shinrin no shoyo)

When the echo of the carpenter’s

Life-stealing hatchet dies away,

And the chisel that carves up spring’s grasses

And flowers has ceased ringing,
Of the many-colored spring leaves

Not one green brushstroke remains;

The red camphor tree of a thousand branches

Is in its natural state,

The cypress is wild, the cedar straight,

The five-needled pine is black, and the chinquapin

Branches cross with the white evergreen oak,

The chinaberry stalks fan out,
And the gentle young maple

Has a flame on every twig.

Mountain Spirit
Someone knows
The deep forest
And its joys

Unknown to men.

Someone knows
The misty depths
And its spring days

Unknown to men.

Tree Spirit
The violet of the flowers,
The green of the leaves,
The threads of young grasses

By the meadow’s edge:
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With fullness of skill
A grand design
Has come to weave

The forest brocade.

Mountain Spirit
Treading on these grasses
Flaming up,

Drinking of the waters
Bubbling forth,

Spellbound by these flowers
Newly budding—
These fond spring thoughts
Shall never fade.

Tree Spirit
Cast aside
Those winter robes,
And attire yourself

In the mists of spring.

Drawn out by the song
Of the bush warbler,
Sing

In the deep woods.

Each step tramples an orchid flower,

Wild plum petals land on my sleeves,

And mountain ivy wraps around my hems;
Turning over an ivy leaf, I find

In the shade of a fern a mountain strawberry
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Has dropped its colorful fruit; HEEIEIZHELICTN

Each corner of the hillscape ML x> > ZM4 b
Slopes gently into the distance, WERELDIATELEDNT
And through the deep woods of the valley SPEIEFPLDOBDH O
The scent of asters spreads; ALNTICIZESSCIED F
In the valley flowers bloom, in the valley they scatter, B IC/EI ERICE D
And unknown to men they decay; AL o250
As I approach from the dark ravine I find FEHTHEEBRL D
The trees of the deep mountains open into a clearing, > 05 \J 72 2 %EILIAKD
And spring shows forth in the tree branches. B3O > T O
Scraping past the dense leaf-tips LD TR ERERD
Of overgrown wide-leaf bamboo grass, EREZ S DPEDITT
I come to the far edge of the valley to look; DD T ETHRAUL
Where does the waterfall lead? VD ST e &
A brocade of white with a lonely voice FHIVLPHAD
Falls on the green rocks; B EEISmNE S
At least for the young monkeys, HEBEDI-DITTIC
The sound never lets up. TR RN Y N A=
Mountain Spirit kS
Someone knows (OB B/ RGN
The love in the breast 720> ED
Of the traveller CRDOELV %
Making his way at dusk. et L 5%
Someone knows KiZh H o
The heart of spring PEPITD
In the mountain stream 5D > 5%
That has no companion. et L %
Tree Spirit ENE]
A sorrow WalkZHDT
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That weeps the night away

3 L AD

Leaves tears FLHIED75
On its pillow. BRAHRIETZ
To the bottom SPEEFPLD
Of the deep woods’ 72T
Valley shadows ZZITD3B >
The droplets flow. Lok
Mountain Spirit LA
When the buck BEIX7212% >
Founders, 7N kI
His thoughts return FEIHIWIZ
To the mate he loves. AN A ))
When the fields DR F IS >
And hills wither, 7N eIz
They return L EHDITBIC
To an eternal spring. N5
Tree Spirit ZNi
Bury 55EFBELIEE
The old fallen leaves RIS EZE
In the shade HEDOPITIZ
Of the soft green leaves. N X
Wake up from SQDYDHE %
Your winter’s dream IHWT >
And come 5D LI
To the spring forest. ERE (%NS
Even now the wind sweeps the deep mountain, SLbb5FE L

And spring blows quietly through; FHIELODIIRE D L S5
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As I listen to the lonely sounds of the forest,
Drawn in by the melody of the wind,

Not put off, though seeing the white cloth of clouds
Whose feathered sleeves alight on then lift away from

A thousand branches deep in the mountain forest,

Seeming to dance as they depart;

The clouds that pass over the trees

Are seen momentarily but leave no trace,
Beckoned by a lofty destination,

Rounding the thousand-fold rocky shadows,

Lost among the flowers and leaning on the stones.

As I listen to the sound of running water,

In the mountain’s treacherous rock fissures
Cutting through the green crags,

The water breaks and plunges down to pools
Whose waves gush through the rapids;

The spring sun’s showy rays

Sparkle in the watery spray;

A lone patch of moss scales a rock

On which I tread gingerly.

As I wait for the drifting clouds,

The thundering waterfalls below

And rock-splashing waves leave no calm pools,

But where does the falling water flow?

Mountain Spirit
Why does the purple
Spring mist
In the deep woods

Waver?

There is something loving
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In the stream

That flows from a spring

Out of the rocky shadows.

Tree Spirit
Do you hear
The voice with no voice
Of the fields and hills
That sings in hiding?

Do you recognize
The melody of the water
Enveloped

In the flowers’ shadows?

Mountain Spirit
Ah, how it flows,
How it yearns,
How it transforms,

How it moves!

Ah, how it circles,
How it returns,
How it chuckles,

How it sobs!

Tree Spirit
Now the sun’s rays

And the spring mists,

Now the clouds during blossom time

And the spring rains.

Ah, ah, spellbound
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By the flowers’ dew—
Sing of this
In the deep woods.

I gaze at the clouds and count on my fingers
How many times they have changed colors;
White becomes yellow, and now I am unsure
In what color I would dip my brush;

Before long everything wears a pale brown tint,
And now the clouds have turned to crimson;
Ah, here I am alone at sunset,

The woods I track open up to me,

And in the sheer silence on the banks

Of the lake azaleas bloom;

As the drifting clouds pass I see their shadows,
While the spring sun sinks into the water

And dyes it a shade of crimson;

The clouds now are bathed in violet,

And the waterfowl’s shadows are red;

The lake in spring, the grass on the banks,

The deep woods, and the azalea blossoms,
Even the solitary body of this lost man,

In deep purples and crimsons

All are cast by the sunset.
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3. Pillow of Grass (}#: Kusamakura)

Dark are the waves at dusk and the plover’s cry;

And though I am not a plover,
If I flapped the wings of my heart
I might fly that lonely way.
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The entirety of this young heart, forlorn,
Given to inconsolable lament,
Frozen into ice inside my breast,

Has melted and turned to tears.

As the white waves that wash over the reeds
Stream and jet from among the rocks,
My thoughts spill over this pillow of grass;

How many pillows have there now been?

How sorrowful is the plight of a man,
Desperately seeking abiding comfort,
Cutting through the pathless woods,
Seeking a path that is not there.

How full of worry am I, too;
In the backwoods, hills, or valley shadows,
At dawn or dusk, no good in looking,

For the light is gone and autumn over.

Weak of mind, somber of body,
Looking at the last remaining flowers of autumn,
Ignorant of their fate, I shed tears

Into the water that carries them off.

If my body were the morning clouds,
By evening it would turn to clouds of rain;
And if my body were the evening rain,

By morning it would turn to rainy winds.

And if my body were a fallen leaf,
Blown by the wind and fluttering,
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Attended by morning’s golden clouds,

At evening it would cross the Shirakawa Pass.

With no path now for me to follow,
Longing for the pathless fields,
Distracted by cares, I have come wandering

To the Miyagi Plains of the north country.

Miyagi Plains, my heart’s shelter!
When I am rattled and feverish,
The sun’s weak rays, the withered grasses,

Even the wild fields have brought me joy.

Alone my melancholy ears
Hear a lute when the north wind blows;
In depths of sadness my eyes

See flowers in the colorless rocks.

Ah, this pang of loneliness

Felt only by a man of profound taste;
To whom might I relate the scene

Of the bleak field this winter’s day?

The view of the city from here
Is a sky covered in winter clouds;
The hailstones that fall on me

Have bound my sleeves with ice.

The wind mixed with sleet is fierce,
A thin layer of ice lies on the stream;
Is what I hear below the ice

The sound of water flowing to the sea?
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Magpies hidden in the clouds,

Cawing and devotedly stirring the winds,
In the weak light of the frozen sky

You have blanketed the wild field.

As the sun sets and the light dies
On this winter’s day that freezes tears,
Deserted of people, on grasses withered,

Here I wander alone.

How sad is the drunken man going along,

His footsteps crushing the columns of frost;

What does he cry for? Through those stifled sobs

His song has a poignant timbre.

How sorrowful the tune you play
Along the field’s edge, my child;
The hand that plays the melody freezes—

What good is it to be a corner busker?

How lovely when you are so young in years,
Untroubled by the first stirrings of love;
Take my hand in yours, traveller,

What are you hiding there?

Unable to bear the loneliness of the journey,
Treading a path where no path is there,
On the frost on the withered grasses;

When I arrive, how cold the winter seas.

In the morning on a rock by the shore,
I sit down and gaze in the direction
Of the city that was my home,
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But all I can make out are the waves.

At sunset on the lonely rocky shore,

I lie in sand stained by the tide

And gaze towards where the sun goes down,

But all that springs to view are my tears.

Is it not dreary when the rough waves
Crash and splinter against the rocks?
Is it not dreary when the winter sun

Returns home with the tide?

Who, when gazing out upon the currents,

Does not long for home?
Who, when seeing the tide go out,

Does not hold dear our world?

With no almanac, on the sandy strip
Of the rough coastline I wander alone;
Sleet blends with the rain clouds

And falls to join the tide.

To my lonely ears, accustomed
To the faraway sound of the surging sea,
An indistinct call issues

From a bird of the field, still so young.

Oh, how rare that melody!
To what does it address its song?
Its green wings are still weak—

Is it the first bush warbler of spring?

Spring has come! Spring! It is spring!
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Though the white snow still piles high,
The seedlings sprout into green,

And my mood skims over the sand.

Spring has come! Spring! It is spring
Happily delivered on the winds;

It seems that spring has really come—

The scent of plums perfumes the shore.

I climb a giant rock on the shore
And from up high I look around;

In the dawn clouds spring has arrived,

And far away the sound of the tide at daybreak.
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4. Springtime of Easy Sleep (lk#1 % % X : Nemureru haru yo)

Springtime of easy sleep, how young you are!

There is no need to hide your figure:

Today’s sun has just hidden itself away;

The homes where all the people live,
Even the waking Spring’s figure,

Look like something out of a dream.

Sleepy Spring, wake up, Spring!
When clever people are not looking
Young Murasaki’s morning mists,
Wear sleeves of mists,

Sing the birdsong of the seasons’ first
Notes of the joyful warbler.

Sleepy Spring, wake up, Spring!
Hardened by Winter’s ice,
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Awaking from dreams of old,
The tangled hair of willow strands—
Take up the plum blossom comb

And pin up your tangled sidelocks.

Sleepy Spring, wake up, Spring!

A Spring, raise aloft

Your feet quickly from the sprouting
Under the bracken’s buds in the valley;
Breathe your wondrous Spring breath

And smell of deep-dyed plum.
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5. Parting (5#f: Betsuri)

A song to be sung by a man in love

with another man’s wife, on climbing a hill

to look out upon her house

Can anyone stop the traveler

From disappearing among tomorrow’s clouds?

Can anyone hear the traveler

Declare that tomorrow he must part?

Pure love is one half of a clam’s shell,
For only I feel this way.
As my love wells up and clouds over,

I shed tears for you.

If in your heart you understand
The sorrow of loving another man’s wife,
I shall be happy even if you

Call me a sinner.
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This suffering self that has no judgment
Thinks of dying of love
To escape the convict’s whippings

In the prison of painful love.

Someone does not seek that flower,
Someone is not lost in that color,
Someone looks ahead of himself

And does not think of plucking the flower.

The jealous butterfly is bitter,
Playing among the flowers of love,
Its two wings fold in and out,

The color of its wings is faint.

Though the life of a man
Is as happy as a spring night’s dream,
What is in my thoughts

Is much deeper still than a dream.

When the plum blooms,
The lotus worries about its blooming,
And when the lotus blooms,

The bush clover thinks of blooming in turn.

In no time at all autumn has come,
And though the bush clover blooms where I tread,
The muddying love I have

Has turned into pure malice.

239

HPDOLLS5RELPHIE
(BLEZVODERRED
JEDOMIE % D NT
ZOTHERA LR SRD

EiVINES R D AOF AT
ED OB 2
FED FHIZ I3 HET
fExefEA L BIzE 3

BOIIZHEL S >
WO Z o6 &
“ooPbENENT
HOMITHEITTD

NDfin % HDED
HLnhIzinlirn
BIDH0nPnPOES
bhucBoodbsbo%

MEDIEZ L 2 AHIEDE
HI P LEODLY
HOMLEI K TAIFOE
MIDITP LR LD %

FOE LR LIKIIKT
OB ST E
W TRFT 5 EAR
HEMERDITTDY



6. Under an Umbrella (42® 9 &: Kasa no uchi)

As two people bearing one
Umbrella fold their shapes together,
The steady rains of despairing love

Soon dry out upon their sleeves.

How poignant as they walk along
With faces pressed so close together;
Under the umbrella, her strewn black hair

Spreads the scent of plum blossom oil.

Their love-filled reverie is wet,
Drenched by rainfall in the heart;
Their kimono linings are dyed a burning crimson,

And their feet are hampered by the rain.

Listen, Umegawa,'to my song,
And lay aside your passion awhile:
To frolic all about in love—

Such is Chubei’s tale of dreams.

Should showers of love fall, fall;
In the glow of an autumn sunset,
Before the umbrella’s tears dry out

They set off hand in hand and shan’t return.
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! Umegawa: a geisha whose freedom is bought by her lover Chuibei, in Chikamatsu

Monzaemon’s 1711 joruri “Meido no hikyaku” (Express messenger from the dead; also

known as “Umegawa Chiuibei”).
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7. Two Voices (.2 D H: Futatsu no koe)

Morning

Someone may be listening to the voice of morning,
Breaking out of slumber and of dreams
Riding within the painted clouds

Sung by myriads of birds

Appearing on the far side of heaven,

In the eastern sky there is light,

There is time and there are beginnings,
There is a path and there is strength,
There are colors and there are words,
There are voices and there are lives,
There are names, so it is sung,

Rising into the sky, falling on the earth,
In tandem with the remaining stars
Within the light morning hides.

Evening

Someone may be listening to the voice of evening,
The wings of mist, the belt of clouds,
The robes of smoke, the sleeves of dew,
Weary and worried, hurling strife
To the far side of the dark,
Bats, messengers of night,
Cease not their cries even in mid-flight,
Here are shadows and here is hesitation,
Here are dreams and here is sleep,
Here is darkness and here is rest,
Here is long and here is far,
Here is death, so it is sung,
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Resting in the greenery, stepping in the fields,
Together with the sun that falls on the other side,

In colorless darkness evening hides.
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8. Nostalgia (22%4F: Bokyo)

A song sung by a monk

upon fleeing from a temple

Goodbye, then,

This is farewell to that world—

Will these eyes ever again see

The white walls of the living quarters of that temple

I grew so accustomed to, now that I am fleeing?

Goodbye, then,

When one lives there even the Buddha’s dwelling
Becomes a house of flames;

Tears stream down and fall

From a heart that finds no comfort.

Goodbye, then,

Though the lamp oil of the heart is fouled,
Let us stir up the flame

And in the blazing flames of passion

Burn ourselves to ashes of longing.
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9. Fierce Rivals (5i{: Kyoteki)

To a single flower came a butterfly and a spider:

The little spider made a caring face to the flower;

The little butterfly made a tipsy face for the flower,

Helpless though it danced and danced.

If the flower be for the little spider,

What to make of the little butterfly’s dance?
If the flower be for the little butterfly,

What to make of the little spider’s threads?

Presently the single flower fell,
And though the little spider slumbered there,
The little butterfly on its light wings

Departed, destination unknown.
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10. Autumn (fk: Ak?)

Autumn has come,
autumn has come,

Dewdrops on the leaf and the flower—

In the sound of the coming breeze played on the lyre

The green grapes have turned

Into the purple wine of nature.

Autumn has come,

autumn has come,
The lately gone autumn grass, too—
All where the evening frost settles
The wine of laughter is to be poured

Into the cups of sadness.
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Autumn has come,

autumn has come,
To the shrubs and the maples—
Who is not drunk on autumn?
In the loneliness of a wise face

You play the flute and I shall sing!
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B. From Doi Bansui’s Nature Has Feelings CKHA1E: Tenchi ujo, 1899)

1. Moon on the Castle Ruins Gidk?® H : K6jo no tsuki)

Where now is the light of long ago
That broke through branches of the ancient pines,
Twinkling on the wine cups going round

Spring’s blossom-viewing banquet at the palace?

Where now is the light of long ago
That glinted on the swords stuck in the ground,
Showing the many squawking geese flying over,

The color of frost at the fall encampment?

For whom now shines the unchanging light
Of the midnight moon on the castle ruins?
All that remains in the hedge is the vine,

All that sings in the pines is the wind.

Though heaven’s image does not change,
Does not the figure of the passing ages
Of glory and decay reflect even now?

Ah, the midnight moon on the castle ruins!
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2. Poet (#fA: Shijin)

O poet, should I describe you
As a maiden drunk on love?
For you hear music in the storm,

And you see flowers in wild fields.

O poet, should I describe you
As a child blind to the world’s sins?
For a divine voice sounds from your lips,

And a dream of heaven is in your eyes.

O poet, should I describe you

As the waves of the open sea?

On the surface a raging storm,
And hidden in the depths a pearl.

O poet, should I describe you
As a volcano rising into the clouds?
Stars sparkle from your brow,

Waves of fire gush in your breast.

O poet, should I describe you
As the cool light of the evening moon?

Your body is held in the heavens,
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3. The Universe and the Poet (]85 & i A: Ban'yii to shijin)

And he has traveled in mind and spirit
through the immeasurable all.
—Lucretius?

O poet, have you sung,
And played the zither in the light

Of the morning star that sparkles in your hairpins,

Of the dawn of our world,
When at the brink of Chaos

Time came forth from the bosom of Eternity?

The streaming light and sinking shadows

Have passed through seasons of countless ages;
Boulders have moved, mountains have departed,
Pools have transformed countless times—

Now, as of old, the splendid creation

Of the great heavens and earth.

Lo, the whitecaps frothing up

Are to me like flying silver snakes;

I raise my eyes to see a rainbow aloft in the sky—
My heart is not stirred by rainbows,

My heart is dull to the waves—

It begs of you one thing: your song.

A baptism of living fire burns

And sweeps away this worldly dust,
Summoning the wind to stir the clouds,
Attending light and darkness,

And racing hither from the far skies—

Atque omne immensum
peragravit mente animoque.
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2 From On the Nature of Things (De rerum natura), Book I, line 74.
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Do you hear the muse’s song?

Morning sunlight and evening glow
With such skill in different colors
Dye the pale and flowery robes

Of the clouds—and pulling at

The crimson of their trailing hems,

Do you see the muse’s image?

“Clear spring, or shady grove,

Or sunny hill,”3 could that be all?
Do not verses somewhere sing

Of how the morning breezes blow,
Of how the clouds at evening gather,
Of how the beads of dew descend?

Do not verses somewhere sing
Of the rivers flowing by,

Of the bright stars twinkling,
Of the green grass growing,
Of an eagle’s wings flapping,

Of a lion roaring in a storm?

In spring—the faint dawn light in Yoshino,
The crimson of the pressing mist,

The ridge of bursting flowers far off;

In summer—twilight on the Rhine,

The water flowing far and pure

Reflects the deep green of the banks.

3 Bansui’s endnote: Paradise Lost, Book Three.
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The rippling pools of the Miluo River+

And the clouds on Wu Shan5disappear,

And then again the scattering voice of autumn;
Is the crimson casting light on boulders
Glazed with ice from the north sea waves

The unsinking light of the midnight sun?

Do you see a vision here

Of the end of time when all is snuffed out,
And the rotting bones of the broken down
Caravan crumble into dust in the road,
And even the grief of the wailing soul

Swirls into the storm of the great desert?

Do you see a vision here

Of the chaos of indistinct heaven and earth,
Of black clouds rising in the sky

To swallow up the shining sun,

Of fierce flames of Red Lotus Hell,

A great volcano melting boulders?

Weary from chasing illusions,
Temporary lodgings at the field’s edge,
What kind of dreams do you weave?
On waking to see reddened palms,

Are those kind roses next to you
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4 Miluo River (JH¥#, J: Bekira): A river in northeast Hunan Province. It is the river in

which the statesman and poet Qu Yuan ()i, J: Kutsugen, circa 343—277 BCE)

drowned himself.

5 Wu Shan (FA111, J: Fuzan): A famous mountain between Sichuan and Hebei provinces.

Its clouds and rain were thought to exemplify the passions of men and women. It is not

far from the Miluo River.
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That smile and perfume the breeze?

In paths through meadows you've heard flowers

Singing thoughts that brim with tears;
In empty shells on rocky shores

So many people without voices;
You’ve heard the ocean’s melody

Somewhere deep inside your heart.

A flower perfumes the mountain ridge,

A song springs from the passion-wave pools;
You who change formless into voice,
Listening with ears in the heart—

What does the thunder foretell, what does

The biting midnight wind reveal?

What does the biting midnight wind
Reveal—as Sleep, or Death, or as

The slackening wings of the gentle dove
Descending in the sky at dusk,

When the spirit of the muse

Alights and fills your heart?

Nocturnal fragrance rises up,

Heaven and earth dream silently;
Gazing at the breeze’s figure

In the flickering window-flames

Of dwellings with no sounds or words—

These thoughts somehow are your own.

Whither go the stars that flow
Into the sky you gaze out on,

Opening the very window of your heart—
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To the banks of the clear Avon,°
To the blooming Tuscan fields,?

To the wooded shade of Weimar?8

The North Star is far, its light is high—
Its rays of hope and color of love
Stand out up there; and in Orion,?
Shining up there across his belt
(Symbols of truth, good, and beauty)

—The three stars are aligned just so.

If we could peer straight through the earth,

As though looking up instead,

And gaze at the ten million

Constellations that shine below,

We’d know “the world down here” means naught

And that our world is glorious.

The light of truth and beauty of truth
Are shrouded behind a thin mist;
Hovering in the dark, my heart

Begs of you one thing: your song—
Let your song bloom for the sake

Of orchid’s scent and lily’s hue.

Strumming your bejeweled harp,

Softening the raging storm,

6 Bansui’s note: Shakespeare.
7 Bansui’s note: Dante.
8 Bansui’s note: Goethe.

9 Bansui’s note: The constellation Orion.
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To tender music you convert
Its loud and high-pitched din;
Smiling in the midst of tears,

Shining even in the dark—

As Orpheus did, unbind your soul
From its tie to the underworld;
As Pythagoras professed,

Listen to the celestial music;

As Plato beheld, be overwhelmed
By a dream of high ideals!
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4. Evening Thoughts (¥ ® O : Yube no omoi)

Whither goes the spirit in man? Whither Ou va l'esprit dans ’'homme? Ou
goes man on the earth? va ’homme sur terre?
Lord! Lord! whither goes the earth in the sky? Seigneur! Seigneur! ou va la terre
dans le ciel?
—Hugo: Autumn Leaves.*°

O life as futile, then, as frail!

O for thy voice to soothe and bless!
What hope of answer, or redress?
Behind the veil! behind the veil!

—Tennyson: In Memoriam.!

I (—)

Advancing ahead of the pensive sinking sun BAHZHEEZT>
In the sky approaching twilight 7o Z D3 E RZRIC
A floating cloud cluster hesitates IV IKSEOLN

10 From Victor Hugo’s “To My Friends L. B. and S.-B.” (A mes amis L. B. et S.-B.), in

Autumn Leaves (Les Feuilles d’automne, 1831).

1 From Alfred Tennyson’s In Memoriam A. H. H. (1849).



As a remnant of the dying day—
By what scheme are dazzling colors

Dyed before my very eyes?

At the limits of the many-layered sky,
Above the many-tiered peaks,

The lightly flowing crimson shows
The flags of Seraph and Cherub,

And the loosely trailing purple pulls
The skirts of heavenly nymphs.

Above the skies of evening upon evening

The myriad transforming vestiges—

I looked there for unwavering love

And only found the hint of connection.
Clouds, spreading your unencumbered wings,

To what far end do you gallop?

Lo, the evening clouds gallop
To the land beyond the sky—
There may be a river of life
That stops the heart’s thirst,
There may be a secret key
That opens the door to truth.

Behold, above the plumes of evening’s clouds,
Someone casts away this vale of tears,
Perhaps to fly away beyond the sky

Of brave racing eagles and swerving winds,

To where the rays of light may shine, somewhere

Unknown to darkness of the floating world.

As bees gathering nectar up
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Dart from flower to flower,

I watched the soul flying

From star to star for light—

As someone bringing back home

The poet’s'? ethereal vision.

IT

The vision of the Garden of Eden
Though vanished is not forgotten now.
Thinking to sot myself on the dregs

At the base of the bitter cup of wine—
How long in the floating world of dust
Could a body of dust abide?

Wandering in a vale of tears,

Taken by surprise in dreamless sleep,

Here weeps Byron over blood,

Whence comes the “child of Doubt and Death,” 3
And here does Schiller raise his voice

To cry, “Ideals are vanished.”4

Though in the quiet flowing Avon 15
Coolly swells the moon aloft,

The waters at the invisible bottom sob,
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12 Bansui’s note: See Paradiso from Dante’s Divine Comedy.

3 From Byron’s Childe Harold’s Pilgrimage, Canto II, verse 3 (1812-18).

14 From Schiller’s “Die Ideale” (The ideals, 1795).

15 Bansui’s note: The river of Shakespeare’s birthplace.
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And on the surface of Grasmere,°too,
Seeing this world’s images reflected,

Only longing for the sea gods'7 there.

Thus full of contemplation do the people
Depart the banks of the far-off Rhine;'®
And a summer’s eve in Geneva
Accompanies other songs of woe;9

And even the waves of Naples

Cannot wash out2°the deep wails.

The moon in the sky illumines the waves,
The butterflies in spring dance in the flowers,
And Nature then has ingenious skill;

Bodies of dust tormented in the world,
Mortal frames lost in the dark,

How inscrutable is the creating mind.

To invoke a deity as one

Who decorates the sky with glittering stars
And festoons the world with beads of dew
Is to bind with flattery the human child

Who wishes for wisdom of the mind

16 Bansui’s note: A lake near Wordsworth’s home.
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17 Bansui’s note: “Namely, Proteus and Triton. See the famous poem ‘The World Is Too
Much With Us’” (the poem’s title is written in English).

18 Bansui’s note: “See Canto 3, verse 50 and thereafter, of Childe Harold.”

19 Bansui’s note: “Lamartine later wrote of meeting Byron here in a poem of heroic
mourning entitled “The Man’ [ Homme].” That poem, from First Poetic Meditations
(Premieres meditations poétiques, 1820), is dedicated to Byron.

20 Bansui’s note: “Shelley’s ‘Stanzas written in dejection, near Naples™ (1818, with the

poem’s title in English).
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And hopes for understanding in the breast.

ITI

In the human world where only ruin prevails,
At least the flower of love smells sweet—
Who is to blame for its fragility?

Starry eyes and eyebrow moons,

Just kernels of a memory—

Whither do these illusions flee?

Resting against a mother’s breast,

Filled with innocent dreams of spring—

The devil must have laughed to see;

The infant’s sleep lasts but a spell,

And soon enough the worldly storms approach,
The bitter storms to which the child awakes.

The equal of these bitter storms
Might even be the gates of hell—
Within the voices down through ages,
Sacrificing weak and fragile

In the struggle to survive,

Are wails of grief and tears of woe.

The bones of countless folk must shatter
For one man’s glory, it is told;

Then how much more painful it is

That social glory has been bought

with individuals’ grief and sorrow,

Tears, and blood—and for whose sake?
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The tides of time eternally—
Flowing surges, ebbing waves,
Cresting, dipping, in the end
Are just traces of sea foam;
Has any time, has any age

Been free from chaos and strife?

Rome, which gathered worldly riches,
Her glory vanished like a dream,;
Nineveh and Babylon’s

Bejeweled golden castles ruined;

The Tower of Babel built on sand—

What now of it remains?

Alas, the heights and depths of men
And the rise and fall of nations
Thus revolve without an end

And thus flow on unlimited—

Time and floating world: whence came?

Time and floating world: bound whither?

vV

Darkened solitary thoughts,

My stopping shadow and pressing cloud

Vanish in the lonely dusk;
Is it the gracious watch of God?—
In the sky when green fades out

O how the stars begin to shine!

O shining stars, how dear to me,

In this passing dream, this human world,
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Showing traces of Eternity;

As in long ago, when separated
Into heaven and earth, forever
Redolent with youthful starlight.

Lifting my eyes to that eternity
I am overcome by tears,

Gasping after traces of Hope,

Whose image rests beyond the sky,

Lofty, noble, without bounds,
Fanned by the breath of the soul.

In heaven light, in earth darkness,

And my thoughts hovering between;

Gathering sorrows of the floating world,

The tempests cry, “Despair!”
Revealing faintly the glory of God,

The stars whisper, “Hope!”
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5. Evening Bell (:&##: Bosho)

The bell! Echo of the sky set close

to the earth!

Rumbling voice that speaks beside

the thunder,

One made for the city, the other for

the sea!

Vase full of murmurs that empties itself

in the air!

—Hugo: Songs of Twilight*

La cloche! écho du ciel placé pres
de la terre!

Voix grondante qui parle a coté
du tonnerre,

Faite pour la cité comme lui pour
la mer!

Vase plein de rumeur qui se vide
dans l'air!

21 From Victor Hugo’s “To Louis B.” (A Louis B.), in Songs of Twilight (Les Chants du

crépuscule, 1835).



The bird in evening’s forest roost,

The traveller in the foothill village,

The body in the silent grave,

The spirits in the dark of dream paths—

Ring and deliver them, evening bell!

Spring’s hillside petal showers it beckons,

And pattering rain on autumn leaves;
In concert with the winds of hell
It tolls the twilight of the ages.

Echo of heaven, cry of earth—

Sound of spite or sound of comfort?
Anguish over what has passed,

Or joy that welcomes what may come?
Foreboding of impermanence,

Or chanting voice proclaiming hope?

When at parting sleeves are heavy

At the gate of friendship’s palace;
When reminiscences lie thick

In bleak dew midst the castle ruins;
When standing at his silent window

A saint thinks of the formless heavens—
Raising its voice to the sky

Now tolls the evening bell.

Where people dwell and where they go,
Where there is grief and there is death,
Where there is poetry and music;
Where sadness, tears, and suffering,
Laughter, pleasure, and delight

Pass from one on to the next.

259

HOW{ Sy EZ
EoHITKAZ

PR EREICRED S %
BROBICHDOL %
KD CTEITE D,

HTILDES > &
KIEEDOW D
FETHLDL E
R L HITIED L E T,

K DR o L X
RDOEEDRL D 0>

< B 2 G AR A
Kz 2 EUD
HEEZIETVLELOD
Hre 588D

KEBoBIXL i
MNOPEE L X
BRIR OB & 12
EHoBLIFE L E
HFERRT E RO
MRORZHES L =
RS EDH T T
Hl% E ML REED G,

MNMETLEZ AT ETH
BiLILEDH D ETH
MEBREDH B EZH
W, BB, BZRPH
. B, DL AE
HiZBHYWL &2 A,



On city boulevards with flowers,

In villages beneath thick clouds,

On rocky shores beset with foam;

In the innocent ears of children,

And on mute beds of mounded earth,

The evening bell resounds alike.

On a hill, recalling to mind

The lone flank of a wafting cloud

That wandered over the city skies

Far from the springtime in the castle town,

I, too, hear the evening bell.

As crows gather in yonder woods
Amid the setting sun’s soft light,
At the tolling of the bell

My thoughts rise up

And flock together restlessly.

Reverberations shake again

The waves of the once hushed sky

And resound from cloud to cloud,

To die out faintly, far away

From the ears of the floating world;
Yet know outside the formless heavens,
Hearing this world’s babbling dreams
In the echoes of the bell,

A high and noble spirit exists.

Do you climb to an eternal throne,
Weaving through a crowd of angels?
O bell, what is it you cry out
Through the gates of light?
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That darkness of this world is deep,
And sorrows of saints never cease?
That flowers of this world are fragile,

And tears of poets never dry?

A long, faint, and distant sound

Even now keeps calling out—

Does some voice of an earthly soul
Cry out from the eternal depth?—

“I, too, have floated on a boat

Tossed by tempests of this world,
And with the port of spring so distant
I sank halfway along the voyage.”

Do not bemoan the world’s bleak fate.
Pulling the infinite future behind me
And seeing the infinite past ahead,

I am doubtful here and now,

I am hopeful here and now.
Laughter, pleasure, suffering,

Light and darkness weave together;
And so the evening bell may toll

The melody of this floating world.
Thus the thoughts of foregone souls
Blend with thoughts of souls to come,
Connecting wellspring to the sea

In one great flowing river.

The storm at dusk blows from the east,
The waves of western clouds approach;
Often gathering in this hollow

They say nothing to each other;
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When the two part once again,

Perhaps the storm will cry out, “Secret!”

How often have I laughed to think
That human lives, ideals, and secrets
Are the poet’s dreams and fancies!

As the wishing star vanishes

In the radiant light of the sun,

The floating world is cloaked in dust—

I know not what is sin or filth.

Ringing out at every nightfall
Through the dust-deep world of men,
The evening bell tolls of a world

Of infinite, eternal gods;

Can it summon tears of passion

As it gives its wordless sermon

To a world awash in filth

And distant from its headwaters?

The eaves of Gion Temple rot,
Where only liquor’s stench wafts up;
The tower of Saint Sophia crumbles,
While gospels flatter vulgar folk.
Listen! Within the evening bell

The great and venerable way

Of Vulture Peak and the Mount of Olives!

At twilight, rife with nature’s feelings,??
No trace left of the phoenix tower

When I wake from dreams of glory;

22 Nature’s feelings (KA 1§ Tenchi ujo): This is the title of Bansui’s poetry collection.
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The flower, its scent, the evening moon—
How fragile is this springtime world!
The mists atop the mountain lift,

And though the sleeves of fairies’ robes
Are left embittered by the storm,

A musical sound faintly rings

And stirs the bosom of Nature—

That one sound is here at hand.

Heaven’s majesty, earth’s beauty,
Flowers fragrant, stars atwinkle—

The skill of Nature changes not,

But troubles are constant in this world.
When dreams of ideals disappear,
Ring evermore, unceasingly,

Uniting earth’s and heaven’s sounds,

Voice of the bell at sunset!
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6. Cherry Tree By the Riverbank (f#i%& D #%: Kishibe no sakura)

Flowering cherry, perfuming the banks
Of that peaceful old stream in spring,
Yearns for its reflection on the water’s surface—

How often have its tears washed down.

Not recognizing its own reflection,
In the soft light of the morning sun,
How often it has gazed

At its own shape on the water’s surface.

The reflection says nothing, the water moves on;
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Gazing at the reflected color
Of the flower’s face which all too soon grows old,

Thoughts somehow turn to nightfall.

When spring itself dying departs,
See how the flower breaks away from the twig,
Meeting its reflection on the water’s surface—
Whither its fate, how far its end?

7. The Moon and Love (H & ##:

Awakened in deep night, I gazed out from

The window, and saw, slipping through the cracks

Of clouds, its figure biding silently,

The moon—how much like love did it appear!

Yearning for this floating world, each night
The moon bestows its light, but to what end?
Blanketed by layers of thick clouds,

O Moon Princess, what vanity is love!

Like a flower tended by the hands
Of a maiden weeping vainly for her love,
Its pallid figure ever waning thin,

It goes away to hide beyond the clouds.
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8. The Eagle (#: Washi)

Where violets are dyed by the dew
Of purple-scented cloud banks,
Bees and butterflies frolic midst the flowers;
Where, for love or enmity,
Leaving the empty springtime,
One eagle climbs into the sky,
The winds chill and the way lonely.

Exquisite though the figure of spring,
Fragrant though the flower’s scent,
Lovelier than that spring
And sweeter smelling than that flower,
Aiming beyond the clouds

One eagle high in the sky,

The winds severe and the way harsh.

Bearing the infinite heavens on its back
And sundering the green clouds,
Whither does it fly?
Seeking the lofty scent
That brings the tomorrow of desires

One eagle traverses the sky,

The winds bitter and the way frightful.

Ah, how high the peaks of the Caucasus

And the gathering cloud banks—

This world’s sounds are about to cease;

Was the figure looking up like him

Who stole heaven’s fire and brought it to earth?
One eagle soars high in the sky,

The winds violent and the way far.
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9. Hirose River (JAH)11: Hirosegawa)

To escape the dust of the capital,
I have returned to the evening cool
Of the Hirose River in my hometown.

The fragrance of wild roses has vanished,
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And on the banks where no trace remains of yesterday’s spring M H D I3 b M =

A solitary silent figure stands.

Forgetting time and forgetting his body,

Even forgetting his heart, he stares up at the sky,

The breeze coolly clears away the clouds

On a hazy night when the summer moon darts out,

A glowing ring around it—

Where now is the dream of flowers?

As one woebegone spring

Passes without a trace like a dream,
The memory of bitter tears

Even now has an overwhelming taste.
What good fortune it would be to desire
To discard the floating world and

Sleep in the everlasting darkness of the grave.

The current is gentle, the water is pure,
The midnight moon coolly sets

Amid the music, the light, the ripples.
Ah, the heart of nature in my heart—

If only I had no thoughts in my bosom

How pleasant would be the human world.
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10. A Hope (%i¥2: Kibo)

When rough offshore breezes blow,

And fiercely the white waves roar,

And the evening moon sinks into the waves,
And the darkness creeps in—

There is the light of the stars, leading

My boat to the other side of the sky.

When I wake from this long worldly dream,
And to the earth my corpse returns,

And my heart’s distress comes to an end,
And the shackles of sin are loosed—

There is the heavenly voice, leading

My soul to the other side of the grave.

This boat of life floating on the sea

Of grief, worry, pain,

Weeping even in dreams, a speck of dust;

In the baleful roar of the waves of this floating world,
Though the rain and wind be rough, endure—

For fragrant is the flower of eternal night.

The inlet in the port tolls spring;

The coursing river harbors words,

The burning flame harbors thoughts,
The skyfaring cloud harbors omens,

The midnight tempest harbors warnings,

The human heart harbors a hope.
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11. Night and Sleep ( "H%, & TR,

The river willows, trembling at the sound

Of flapping wings of bats roaming at dusk,

Twist their tangled hair into loops,
And, joining Night and Sleep,

Have bowed their heads in silence.

Night walks with silent footfalls,
Trailing long robes dyed in black;
And where Sleep casts its shadow,
Though unseen is the sprinkled dew,

Eyelids everywhere grow heavy.

Sorrowful recollections of the past,
Worried measuring of days to come—
The burden of one day is enough;
Come, Night and Sleep, and bring

Rest to human children.

O you, the guilty and the guiltless,
You who rejoice and you who weep,
Escape this dream of reality and come,
Wrap yourselves in the robes of Night,
Bathe in the dew of Sleep.

The stars are silent in the sky,

They now stand sentinel—

Night and Sleep, whose two shadows
Fall mercifully on all the human world—

O how I yearn for you!
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12. Untitled (£ : Mudai)

A garden brimming with perfume
With rays of light bejeweled with dew
And lilies and roses and orchids—
You would be the path to tread.

A stream running through a pristine field
Bearing the whiff of the far-off sea
And tempting the flowers to cast themselves in—

You would be the glassy water.

A star appearing in the evening sky
Shining on the world of dust
And comforting it with smiling rays—

You would be a gem in its crown.

A gentle bosom filled

With love and tears and pity

Pure and noble and unspoiled—

You would be the shelter for its heart.
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13. Lament (#k: Aika)

The River Hirose never changes,
The same deep green as yesterday—

And yet the former water must be gone;

The cherry blossoms on the banks have scattered—

Where now is the water that reflected

The enchanting glow of wistaria robes?

The springtime in all hearts is gone
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And all its color has faded away.

When a cold breeze stirs up waves at evening
The flower’s spirit loses its way;

Too soon her radiant traces vanish

In the distance on the water’s surface.

The winds of spring on Zuiho Hill

Blow with grief down through the years;
Her color are the flowery robes

Of crimson on the misty ridge;

How can their fragile dimmed glow

Bear up when darkness falls?

A spring cloud figure on the hill

At dusk sweeps up its green sidelocks;

Her sleeves touching a fallen comb,

Her hems’ enchanting deep purple,

The willow-beauty’s splendid garments
Weigh her down, like drooping flowers’ hems;
Those flowers have scattered, and above

The night sky’s stars are tears, as well.

The pond’s ripples, the sky’s rainbow—
In the shade of flowers I weep over

The path of splendor in this fragile world;
The evening breeze sweeps flowers away,
I'll call upon the butterfly’s home

To ask, “What of yesterday’s dream?”

As butterflies and bees that bid
Spring come now go beyond the sky,
The jeweled pin cracks, the stars have fallen;

O where now is that flower’s spirit?
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The bare twig is all that remains, A IIM N LIEDEL

Grief in the spring rain is what endures. wZRIIRABEDN,
Grief in the spring rain is what endures.  E BIFRABFOW
What presently becomes the flame EBLUEE S IHo
Along dark night’s straight dream path? BDl> bzl
That trace of her in yesterdays HH LIEHDHFIC
Bestowing her unchanging smile, BRIIohERALEEET
One spray of noted flowers HIZBSITED—FLIX

In that slender, jewel-like hand! IGH-Z Dl & LD FIT,
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