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[Abstract]

Research on KAGAWA Kageki up until now has been focused more on his waka
treatise than waka he composed. In particular, the center of its research is his theory of
shirabe (fine-tuning or tonal integrity), which is known as the discourse “Uta wa

kotowaru mono ni arazu shiraburu mono nari.” (Kagaku teiyo).

This study focuses on Kageki’s emphasized jitsubutsu (actual object) and jikkei
(actual scenery) as an important methodology to support his theory of shirabe. This
theory based on jikkei is now called jikkei-ron. Kageki used the terms jikkei and
shinkei (true scenery [originally a term for painting treatises]) together, however, they
had two meanings, jissai no keshiki (the scenery as it is) and makoto no keshiki (the

scenery with the poet’s emotion).

First, the words jikkei and shinkei were searched for in his waka treatise,
commentaries and judgments at the poetry matches. Next, how these words were used
in his jikkei-ron was analyzed. Then it was confirmed that jikkei which Kageki
advocated did not mean the scenery as it is, but the scenery with the emotions that the

poet felt.

In fact, the concept of Kageki’s jikkei-ron was found in the treatises of painting
and even Chinese poetry. For example, YAMAMOTO Hokuzan’s poetic treatise is
based on YUAN Hongdao’s Xing Ling Shuo (seireisetsu) in the Ming Dynasty as a
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theoretical pillar. The poetic circles influenced by seireisetsu were precisely the
hallmark of that era, and it seems to have been the catalyst for Kageki’s jikkei-ron. It
should not be overlooked that an aspect of realism in painting can be seen in

KASHIWAGTI Jotei’s translation and commentary on Kaishiengaden.

In the history of painting treatises, especially in Kyoto, the new style of
Shasei-ga (sketching as it is) by the Maruyama-Shijo School became very popular.
Eventually, a theory, which turned into shasei, appeared in the Kansei era. It was the
painting treatise of KUWAYAMA Gyokushi, a literary painter, who developed his
own shinkei-ron that respected the artist’s creativity while emphasizing the
importance of shinkei. It was a unique theory that paintings could not be made only by
the reproduction of jissai no keshiki, that is, shasei, and that it had to be accompanied
by the artist’s heart (art historians generally refer to Gyokusha’s treatise as shaiteki
shinkei-ron). This theory is quite similar to Kageki’s jikkei-ron. It seems that there

was a good chance that Kageki could have come across Gyokushii’s painting treatise.

In the Meiji period, KUBOTA Utsubo repeatedly explained the importance of
heart in poetry composition while being conscious of MASAOKA Shiki’s sketch

theory. It is considered that Kageki’s jikkei-ron was at the root of Utsubo’s discourse.

*This study is a translated version of KANSAKU Ken’ichi’s “Jikkei-ron o megutte,”
in Kinsei wakashi no kenkyii (Tokyo: Kadokawa Gakugei Shuppan, 2013).
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Introduction

Treatise on waka FHK poetry (karon i) by KAGAWA Kageki 75)!| ctsf
(1768-1843) is known for the theory of fine-tuning or tonal integrity (shirabe ).
This study focuses on the fact that Kageki emphasized the actual object (jitsubutsu
S£%) and the actual scenery (jikkei 5%5%) as an important methodology to support
his theory of shirabe. Kageki’s theory based on jikkei is now called jikkei-ron 3%5:
#. In this study it is confirmed that the time period during which he was active,
affected Kageki’s karon. This time period when his karon was created will then be
scrutinized. Finally, the relationship between Kageki’s jikkei-ron and the
shinkei-ron B xqm of a literary painter, KUWAYAMA Gyokushii Z2 |11 EJH (1746
1799), will be examined.

1. Shirabe and Jikkei

WXz EbdrbDIZHBLT, HSELHDRRY

Waka is not a linguistic form of thought, but is literature accompanied by rhythm.

— UCHIYAMA Mayumi PNILE S (1786-1852)
“Shukd” #[i], Kagakuteiyo HRFHEE
(pub. F&7K 3/1850)



The research of KAGAWA Kageki’s karon, known in the above discourse, up
until now has naturally been centered on shirabe. Here I am not going to go through
all of the history of research about Kageki’s karon, but I would first like to

comprehend the point of his theory in my own way.

BELPICES, WICL~OFITAE T LD, S5 enidev,
FRHES <O WICLA~DOFOFTASIES & L DOA~DIT MOFHDHITH BT
OE~DOFRELD HSERD, MELD BNDHITON TRHLOFIZ L
T, 5O HETEOFERTHML . H-dhe LTE0HH%
BErERL,

According to Niimanabi, waka used to be recited just with poetic rhythm in the
old days. However, I (Kageki) believe that if waka came directly from the poet’s
heart, those waka have literary elements though they were composed in the old
days. There is no other way to align shirabe and emotion with waka besides

composing it from the heart. Waka has its original shirabe as it is. As the wind in

the sky naturally makes a sound, waka can get its shirabe easily.

— KAGAWA Kageki
“Introduction” *%8H, Niimanabi iken 15 5,
(pub. SC{E 12/1815)

Niimanabi iken states that shirabe of KAMO no Mabuchi 2 /$E. i (1697—
1769) only means poetic rhythm, whereas Kageki’s shirabe is used as a concept that
comes from the poet’s heart that waka naturally has (literary elements). Waka that
came directly from the poet’s heart is the essence of literature that leads to the
universal heavens and earth as it is. This theory is similar to Neo-Confucianism. So

how is shirabe prepared? The statements that succinctly show this are as follows.

TS Y - ERICHOT, BbSESETLTH L LAMIICE, BOD
MBPRL S DOOT, BloEPITH 2600,
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If one just faces jitsubutsu or jikkei and composes waka with the feeling one felt

at that time, one will get a natural shirabe and also create a beautiful shirabe.

— UCHIYAMA Mayumi
“Shuko6”, Kagakuteiyo

SAEEERT, 2 - FRICEOC, PAWIT, SOWICT, WEo
RSB,

Therefore, one should stop reading books in the house and try to face jitsubutsu
and jikkei, look into one’s shirabe and try to say the words one felt at that time.

— KAGAWA Kageki
Comment on manuscript of waka by SUYAMA Nagakiyo 51117k i%
at Kiso-hirasawa in Shinshi

Zuimonzuiki [ERIFEF

Kageki said if one faces jitsubutsu or jikkei and composes waka with the emotion
one felt at that time, one would get a natural shirabe. What one can see from his
theory is that Kageki gave importance to jitsubutsu or jikkei as a premise factor for the
appearance of shirabe. It seems that jikkei-ron was one of the most important

methodologies that supported his karon about shirabe.
So what exactly is jikkei? The meaning of this word will be reviewed first.

The following can be seen from the references at hand. Jikkei is quite new as a
word of Chinese origin (Kango daishiten {#i5KGA UL includes two examples such as
Shosetsu genri /N BE and Shikan #FF [vol. 1 published in 1978] both written by
XIA Zengyou X {H [1863-1924]). Jikkei is a synonym of the word shinkei H.5%
(“true scenery” [Shinpen daigenkai 1 X 5 and others]). The kanji character
Jjitsu % means “actual” FEFED (Dai kanwa jiten RFEFIEEH# and others) or “true”
£ Z LD (1% volume of Yakubun sentei FR3CZHR by OGYU Sorai #KAE1HAK



[1666-1728]). As for examples of shinkei, several Chinese dictionaries, including
Haibun inpu R SCHAE, list Unkyiishichisen ZE7 1% as the oldest example,
whereas the 2 edition of Nihon kokugo daijiten H A[EFE KFEHL picked Gyokushii
gashu EYNHEHER ! first. It will be mentioned later that the word shinkei was originally

a term for painting treatises (garon M) though Kageki uses both jikkei and shinkei.

Because the word kei %t can be interpreted to mean scenery (keshiki %) in
general, both jikkei and shinkei can be considered as actual scenery (jissai no keshiki
FERE /47 2 30) or true scenery (makoto no keshiki ~ = N/ /7 3%). The wording
by Kageki is also limited to the above meaning. However, while jissai no keshiki
refers to the view as it is, makoto no keshiki requires more than just superficial
observation of the subject. In order to capture its essence of the topic, the poet’s
emotion (jo &) should be included. In other words, it should be noted first and
foremost that the words jitsu and shin B have two different interpretations (Kageki

seems to have used one of these two words depending on the situation).

2. Jikkei in the History of Karon

The word keiki F:’%. is a term of karon, and it includes the concept of the kanji
character kei (scenery), a part of the word jikkei. In the medieval period, keiki was
more frequently used than jikkei. It is well known that waka composed about keiki and
included in Maigetsushé i 7 ¥V, were classified as mere landscape poetry (jokei-ka
B HK) and were categorized in miruyotei RARIR in Sangoki = fi5C.> The issues
about kei, including the above and the fact that Ryoshun isshiden | {8 —1{& and
Rakusho roken ¥ E#% . advocate respecting the scenery in front of one’s eyes, as
well as the tendency of Kydgoku School FUHJR’s waka, could be considered as the
foundation for the history of waka during the medieval period. When one examines
Kageki’s jikkei-ron, the issues to consider are expanding. For example, the issue

associated with kei can be inferred as the relation to the matter of the scenery and



A Study of Jikkei-ron: An Aspect of KAGAWA Kageki’s Karon (KANSAKU Ken’ichi)

emotion (keijo-ron =) in the treatises of Chinese poetry (shiron #Fm). In
addition, the issues of the popularity of phrases about keiki (jokeiku #5:/]) and
keijo-ron (Kyoraishii 253¥+4) and others mentioned) in haikai #E# during the early

modern period are increasing. However, these issues will not be addressed here.

Moving to waka by high ranking court nobles (toshé % _F) during the early
modern period, it is possible to find bits and pieces of attitude that emphasize keiki in
front of one’s eyes though the authors did not use the word jikkei. See the following

examples:

AR EWVF A, IRENCHRRA DRI, HICROD LE2ELY
ZRELTHlA A S Lo &

When one has to compose waka on the topic of the pine tree in the backyard, one

needs a technique that makes one feel as if one was looking at keiki in front of
one’s eyes.
— stated by GOMINOO-IN # /K ZPt (1596-1680)

transcribed by Emperor REIGEN 20K E (1654-1732)
Rokubokusho FEAEY

WLz SR EORRKEZWIZAL Y b, IRMOREKEWVWSNES Y &
D EDHEM

When one composes waka, it is much better to compose in the present moment of

keiki in front of one’s eyes than to recall the keiki of spring that has passed by.

— transcribed by OGIMACHI Sanetoyo IE#INTFE: (1620-1703)
Waka kikigaki Tk Z

The first poet who used the word jikkei in karon was Shunshii (genius)
MUSHANOKOIJI Sanckage 275 i3 /N 3ERE (1661-1738) of a poetry circle by
REIGEN-IN $Jcpi.?



TESEEWSI ENE, RIZEYEFLIELEL, 2hlIZEREZ 5
Iz L

As I always say, when one composes waka, one should place the highest value on
one’s honest emotion (jitsujo 3%1%) coming directly from heart and at the same

time always put jikkei in one’s mind.

— stated by MUSHANOKOII Sanekage
transcribed by JIUN {L12£ (1673-1753)
on July 1, [E1& 4/1714
Shirinshityo FaAR¥E 3

After Sanekage, KARASUMA Mitsuhide & FLJE5E (1689-1748) stated in
Karasuma Mitsuhide kadd kyokun &AL YEHHKIEZG: 4

LEBFDOEA~, M—th, —iT, DOEFEARY, BHFAOEZEE2 000
SLEVNOFERL, BEEVODSDITEE, 2 WVWODSELITFERIZL
T, 2RV EICEFLTIE. T e s0i3, TRoFH, RHLEOLN

In general, there is only one waka composing instruction. It is the honest

expression of heart. There is no other way to express what one really feels. The
expression of feeling is called jitsui 3%/, and the expression of scenery is called
Jikkei. One cannot make a good waka if one goes against the truth, even a little

bit. The good old waka were true to reality.

Moreover, one came to see the word jikkei many times in some waka manuals
such as the one by HINO Sukeki H %% f% (1737-1801). What is particularly
interesting here is that the theory of t6sho poets’ emphasis on jikkei is always
presented along with a respect for jitsujo. What this theory concludes is almost the
same as Kageki later asserted. It should first be considered that the origin of Kageki’s

Jjikkei-ron could be found in the tGshé karon in the mid-Edo period.’
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However, what should one think of the fact that though Kageki used the word
Jikkei exclusively to include matters of jo, he did not often use the word jitsujo itself
as much as jikkei? On the other hand, why did MOTOORI Norinaga AJ& & F
(1730-1801) emphasize jitsujo (Ashiwake obune HEE /M) but did not mention
Jikkei at all? Considering these facts above, the development of jitsujo and jikkei in
the history of karon goes beyond a matter of terminology, and it can be recognized
that this is an unavoidable matter that goes deep into karon in the early modern
period. However, if one takes a careful look at the history of karon, one should pay
attention to the fact that Kageki often used the word jikkei. Of course, it is obvious in
the history of waka that the emphasis on keiki in front of one’s eyes and the fact that
there was occasional realism can be found even before Kageki’s theory.® However, its
thought was not as mature as the one in the late Edo period. The historical
characteristics of Kageki’s karon will be described later. Before that, each of his
discourses related to jikkei will be extracted from his karon and an aspect of his

Jikkei-ron will be considered first.

3. An Aspect of Jikkei-ron

EEIOWVHED LD, BRipHiikiy

All waka created by looking at jikkei are magnificent.

— KAGAWA Kageki
“Kibun” #2f, Zuimonzuiki

Kageki’s statement here best expresses his assertion in karon. One frequently sees his
remarks like “You should just face jitsubutsu or jikkei and compose waka honestly (&
ML EY - FEFITLNO T, I H E B & LA B U E ). This is a comment on
the manuscript of waka by MARUYAMA Tasuku FLILIGH of Shinano in Zuimonzuiki,

and jikkei means jissai no keshiki here. He mentioned in the chapter of “Kibun” in



Zuimonzuiki, “One of the great things of old poets is that they face jikkei with their
mind’s eye and compose waka with the emotion they felt. It is said that it is
unimaginable for ordinary people (T X T ADWR 25 b0, EOEZ LD HT,
WINR D&V B IS FITR, LEOENVHLNASSFTRY Lnidh
Z)” and further asserted that not only his own waka, but also even old masterpieces
were composed from the true jikkei. (This is a rather immature expression, but this
Jikkei means makoto no keshiki.) In fact, this attitude often appears in commentaries

that he wrote. Two cases will be listed:

SRR, BRI LT, RERE A DICNY, SO TEEICHEZLL,

The style of this waka is simple and not unsightly, and was composed with a

good view of shinkei. It is waka that shows an extremely honest feeling.

— KAGAWA Kageki

Commentary on #94 “Miyoshinono” 4 X L ® @ by Masatsune HE#%
Hyakushu iken 5 & 55,

(pub. ST 6/1823)

KIEFDHIL, TARDITTFBEN TiH, TS TE286%0, Inbhaik
DEHO DY, REEOHIT, EbHEOBLWETEL., KEDICOLBHITNE
RLEVY, ATEFEVOELS SHEE, DT WVWOHTES L OH,

Generally, the flowers are not very pretty and do not smell good if one gets too
close to them. However, only plum blossoms are so pure in flower and smell, and
when one looks at them from a distance, they look tasteful, and also one’s waka

are able to express shinkei seen from a close distance.

— KAGAWA Kageki

Commentary on #37 “Yosoninomi” X ZIZ? % by SOSEI &%
Kokinwakashii seigi 154 FNikEE 3%

(pub. Kfx 6/1835)
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If one reads through both commentaries, one will find that the word jikkei
appears twice in Hyakushu iken (#69 and 73) and 12 times in Kokinwakashii seigi (#4,
6, 139, 196, 203, 329, 358, 360, 362, 868, 881, and 1011). The word shinkei appears
once in Hyakushu iken (#94) and three times in Kokinwakashii seigi (#5, 37 and 776).
It is undeniable that Kageki stuck to the words jikkei or shinkei so much that it was
sometimes strained commentary. Even so, he succeeded in carefully capturing the
poetic sentiment of old waka (koka T #K), mostly based on jikkei-ron.” Moreover,
except in commentaries, it should be added that jikkei and shinkei were confirmed in
his judgment (han no kotoba “iFf) at poetry matches (uta-awase HK{E) in
Rokujityo-ban utamusubi 751U HAE (pub. 3C{k 12/1815 and others).

Incidentally, how does jikkei-ron relate to topic-based composition of waka

(daiei ##K)? The chapter of “Daiei” in Kagakuteiyo contains the following:

SAUTERKIC AR L bielcid, o - EFRIZSATEREH LI, b
TIEDH VL, IS EN, EE T2 AIE, BOXXFE ST,
%@tﬁi%%éﬁf&bo HEWITE6Mm, AF - MW ENE R Z Bl
WZHD T, HOE LB - RIS, &2 T OIS L, ok
IREOREITHRRE L, BUIBLOBELICHE L, —MHIC L TEIIRE

el PEe, FEL, HUYOREA IR~ L, SAUXEKE WA~ E S,

KU — DRI LT, Bz b mRRE Lo Az b e L~ L

Therefore, in order to compose waka on daiei with much effort, one should look
at jikkei and the actual object (jitsuji 329%). Waka created by looking at jikkei or
Jjitsuji is definitely impressive.... After all, although one is given a topic, one
should focus on scenery and emotion in one’s mind’s eye regardless of the topic
itself. It is important to imagine shinkei in one’s mind and fly to the mountains
and beaches even if the subject is about personal matters or miscellaneous
things, needless to say, the moon, snow, and flowers. In the same way, one should

celebrate the good government by the imperial court, enrich one’s mind with the



teaching of Buddhism, indulge in love between men and women, and then devote
oneself to them and put one’s feelings at the time into waka. Hence, even if it is

daiei, one should identify with God and impress the demons and humans as well.

As daiei was repeated many times, the technique was exhausted and there was no
freedom in expression. Under such circumstances, Kageki’s methodology that even
daiei can develop one’s mind if one experiences jikkei or shinkei seems to be very
interesting.® In the past, Mabuchi altered his situation in which select waka were
composed on fixed topics into a situation where waka were composed by looking at
Jjikkei.® It should be noted that the confrontational but simple way of thinking at the
bottom of Mabuchi’s action, such as daiei-ka MKk (waka composed on fixed
topics) versus jikkei-ka FEEHK (waka composed by experiencing jikkei), was

unified by Kageki.

What about the case of waka about famous places (meishoei 4 FITik)?
Originally, poets should understand the essence of famous places (meisho 4 ) even
though they did not visit them (Kefukigusa M E by MATSUE Shigeyori #A{1.H
#H [1602-1680]). However, in the chapter of “Meisho” of Kagakuteiyo, Kageki

mentioned:

B2 ETOVELERDEE 27D T, WEBFLLIFRY ML, LU
ANDOBHEHTHRLESLEL, RETLEHFORIIMOTIIER, WHHEED
O LS4 OB IS L8 L7212 L, B THICENTE DA

Even though it is meishoei, it is very careless to compose waka about meisho
where one has never been to before. Even if one refers to waka made by old
poets, the pine trees at Sumiyoshi, where the waves beat on the shore, are
actually standing on the hill, and there is no sign of a boat coming to the port of
Ina where waterfowl sleep in sorrow. Everything in the world is not the same as

when objects were composed in old waka.
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After all, it is clear that Kageki suggested one should compose waka based on what

one has seen and heard.

The chapter of “Jikkei” in Kagakuteiyo will be examined to check the essence of

Kageki’s jikkei-ron. Here is the full chapter:

RO b DI, BUIdE L OEIFBY, 20FHIMICERTZLAZ
D, fiIflcdbiInssbb, Wl &&2 LMD 22T, ZFKIC
DIDRHE ERICE TERE DR, Eil T e T, REAENRE >
EOHRELDRLIRL, HINE S ZWVIEDITIX, 7o & ~FEROMEIZE
DOKIGL &, ZAZANCTHTIZ, ZREADOHIZS SOTORE L4t
Tz bHH UL, W biee, HEDORIZHT, Bx0L

WZEOBHRLE PN LA, TR BPROAEEL, HHIEHOB YT
TEEE UKD NTHIO RO EEB b5, — o T HIZ
TFAZEAH DY, TIEADHOBRUNLIEZNT L, HELARE
DIEH ED &, SHRHIFIC THEEZ AT, AED 5 ~& DBV 5L

HIZFEO N L) sz, RHICKMZ0;ETe A, ErLn~iF
REARESZmbO L ES, HFESESZRLORD ENSE, OX
DD ESEROOLEE/RLIZSOLDNLT, ZIFVWALZONIT &k
D, mSZOELESE S OEFEBMOTIE KANTLOH,

Waka is a poem that expresses the first impression when one comes into contact
with something, such as what one sees or hears, or one’s sadness or joy. Phrases
made up just in one’s head are explanatory and unimpressive. Even if one sees or
hears of jikkei, do not compose waka just with these experiences. For example, if
two or three people heard the bush warblers singing on the plum tree by the
fence, they cannot express the fact other than the bush warblers are singing on
the plum tree by the fence. It is not like that. Hearing that warbler sing, one
simply wants to know the sound of his voice, one waits for a person who did not

promise to meet, one is surprised at the ease of the passage of time, and it brings



back memories of travelers’ desolate inn of his hometown. There is not one way
to feel, but a hundred or a thousand different ways to feel. That is because just as
everyone’s face is different, so are their emotions. Therefore, the master always
insisted, “I do not want to talk to people who look at the moon and flowers and
express only their superficial things.” However, most poets think that jikkei is
about expressing what they see and hear as it is. Quite a few people think that
making waka about what one thinks means saying what comes out of their
mouth. This is terribly absurd. All one has to do for composing waka is to
express their frank and straightforward emotion from the heart without faking

what they felt when they see jikkei.

— Jikkei is not about expressing what one sees or hears, but about expressing
frank and straightforward jitsujo naturally. Therefore, it is the same as people’s faces
are different; even if people look at the same scenery, different waka can be
composed. — The root of his attitude is that simply copying what one sees and hears
is immature as the literature. Should one understand his intention from the fact that
the words that emphasize the importance of jikkei do not appear persistently, despite
the title of this chapter being “Jikkei”? Waka should be based on jissai no keshiki
first. This thought was already made clear in this chapter. His argument further
focuses on the point that jikkei obviously means makoto no keshiki, which is why
superficial observation of an object is not enough, and requires the reflection of a
poet’s honest emotion. This is reminiscent of MASAOKA Shiki 1F[ii] 1-#i (1867
1902)’s sketch theory (shasei karon G- #Kif) which insisted on composing a poem
as it was. Shiki said, “It is tentatively called realism (shajitsu ‘5-5%) to copy the real
thing as it is. It is also called sketching (shasei 5-/). The word shasei was borrowed
from the painter’s terminology.” (“Jojibun” A 55 3C ). In the past, NAKAMURA
Yukihiko F AT (1911-1998) carefully compared and analyzed theories of both
Kageki and Shiki, and recognized the superiority of Kageki’s.!! This opinion will also

be followed here.
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Incidentally, Kageki’s statement that it is not good enough to just capture things

as they are is written elsewhere:

Fix, R b oM bDIz2T T, BSESE2RD 6o,

Waka is a form of expressing one’s feelings about what one sees and hears.
— “Gishoku” {4ffi, Kagakuteiyo

Fix, RO bM< b020nSICHLT, RoboM< bz T, &
R SEDHDRY
Waka is not an expression of what one saw or heard, but an expression of one’s

feeling after seeing or hearing.
— Touigensho HIGE S 12

i, BLEFFEZIEORDILDIIFNE, HVOESZNSHLOIZITEH
57,

Waka is expressed as one felt, but it is not expressed as it is.

— Comment on waka draft by MARUYAMA Tokimasa 3L ILIJREL
at Suzaka, Shinano

Zuimonzuiki

His unique jikkei-ron — while emphasizing jikkei, he still tries to overcome mere
shasei and seeks the movement of the poet’s jo — is strongly impressed on us by these
quotations. However, he sometimes said the following, and it was unavoidable reality

that he emphasized elegance too much:'3

FiL L TR TEMIET, S LTENE L0~ TVERICIE
HHT, BHLEESZ EMICVERY, BHEESEZELIVSTZARIC
THT DI Lnd, KETDEMHF>UN6T

Waka should generally be elegant, but it is not good to refrain from saying what



should be said. One should compose elegant waka with what one thinks. Saying

vulgarly your thoughts is what a beggar does. That is not the level of waka.

— Comment on waka draft by FURUTA Shigeoki i H 5 i
at Shinano

Zuimonzuiki

So far, based on Kageki’s karon, the nature of jikkei-ron has been researched. To
recapitulate the main point, Kageki’s jikkei-ron had a double structure. It is a kind of
realism that seeks to experience jissai no keshiki above all else, but at the same time,

it is also a kind of emotionalism to embody makoto no keshiki.

4. Keien Isshi Kogi

Kageki started lecturing about his personal collection Keien isshi ¥E[—1%
(pub. 3CEL 13/1830) from November 1, K{& 8/1870, when he was 70 years old.
This lecture is called Keien isshi kogi 1:[E— 1% :##%. The lecture currently known is
included in Keien iko #E[REF4. Those were transcribed by Kageki’s disciple,
KAMATA Masanobu #H B = ([1798-1859] court physician to the Emperor
ARISUGAWA A #i)I|'E, age 40 at that time). This contains 313 waka, one-third of
the total number of waka such as those about four seasons and those not on fixed
topics (koto ni tsuki toki ni furetaru uta F\Z-2 = REIZ 54172 % ). This does not
include the later chapter of waka about love. This was a rarity in those days in which
a poet himself commentated his own waka, and it is a valuable resource for studying
the wording of Kageki’s waka expressions, as well as for knowing the specific aspects

of his teaching style.'*

As one reads this Keien isshi kogi, the word jikkei comes up a little more often. In
other words, out of 313 waka recorded, 25 of them have the word jikkei and one has

the word shinkei.
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Jikkei Waka about spring #75/107 /127
Waka about summer #145 /153 /157 /177 /179 /187
Waka about fall #231
Waka about winter #416 /437

Waka not on fixed topics #451 /453 /468 /469 /473 /479 /483 /493 /
495/ 543 /556 /562 /563
shinkei  Waka not on fixed topics #545

The surviving Keien isshi kogi was transcribed by Masanobu, so when he missed
the lecture, the book also lacked that part. It should be considered that not all lectures
are available, however, it should be noted that his points about jikkei and shinkei
appear equally in waka of the four seasons and also in the one not on fixed topics.

Three examples will now be arbitrarily introduced: '

HENHEANLSNZELEDOHOHIE ST TR ITFY
(E-®2ZH - -—th)

R TRLTH TN E, RdERRY, BROIIPICT, KEHi
HEFOFRFRY -

As summer deepens and there is a lot of shade in the mountains, the moonlight is

getting deeper. (Summer, Month of summer, #177)

...It does not have to be in the mountain village, but this is jikkei. I composed this

waka at night in the mountains of Kurodani. ...

THMOES ST ESLHIIZEDO RIS H/NFHEO R
(Flzo&Eshizsd - WL=)

WG DB ATE T2 D, IR E RS TED Y, B0 E2%<
M, FORARY, EREmAANL, FAEEPLI Y, -

It is the village of Onohara where the mulberry drops in the morning breeze



stirring the clouds in the early summer rain. (Waka not on fixed topics, #493)

Waka composed in Onohara when I went to a hot spring in Kinosaki. It is the
village that has the most silkworms. It is a village full of mulberry trees (to feed

silkworms). Those who know jikkei will understand. ...

oL Z A~ RIS 25 DA%
(F « HENR)

Mo TS  1FERL EORRIZHS 2700, EiAgb, B2 A Fmm5
R, AXRTRIEb XN EDL, AESRR2D LAY, £, DK,
w7z,

Leaving Okitsu, in the evening, the white snow of Mount Fuji can be seen

through the treetops of the mountain pines. (Waka not on fixed topics, #556)

After leaving Okitsu and going for a while, I arrived at Satta Pass. It is jikkei.

Those who have seen it will surely understand. It did not have to be in the

evening, but it was just evening. It is also more tasteful in the evening.

In addition to the above, there are other statements that honestly emphasized

jissai no keshiki though there are slight differences in the way of expression:

“This is waka based on jikkei composed in Kitano.” (Spring, Falling petals,
#107), “Waka based on jikkei. It is the voice of the cuckoo heard from Okazaki.”
(Summer, Cuckoo, #145), “This is waka based on jikkei composed in Osaka.”
(Summer, Topic unidentified, #187), “This is shinkei seen from Baigetsudo in
Okazaki.” (Waka not on fixed topics, #545), and “Anyone who has seen jikkei

can understand.” (Waka not on fixed topics, #562).

The circumstances surrounding Keien isshi kogi (participants other than
Masanobu and their level) are unclear, however, the repeated phrase “This is based on

Jjikkei (jikkei nari %572V ).” may suggest that the participants were beginners.!®
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Waka composition should be based on jissai no keshiki first. There is no doubt that the

pursuit of makoto no keshiki that respects the poet’s emotion was on the next step.

In any case, it is very interesting to realize again that Kageki’s jikkei-ron was not

limited to the theoretical issue, but always affected the activity of waka composition.

5. Fude no Saga and Tamekane Style

While reading through Kageki’s personal collection Keien isshi, it is noticed that
there are many picturesque waka, so-called jokei-ka.'” Considering his thought that
emphasizes jikkei, it can be said that this is a natural consequence. Therefore, for
example, FUKUI Ky@izd f&H/AJ& (1867-1951) has come up with the opinion that
“Kageki is a genius landscape poet.” '® What is remembered at this time was that
KATO Chikage / Kitadonari no Okina AT - dLBED 45 (1735-1808) and
MURATA Harumi / Hashimoto no Jizomaro A1 [ &g « #EAR O HEE (1746-1811)
criticized Kageki’s waka, which depicted a lot of scenery, as a KYOGOKU Tamekane
T4 3 (1254-1332) style, long ago in Fude no saga Z&D S 7% (pub. F 0
2/1802). This year, Chikage was 68 years old and Harumi was 57 years old. Kageki,
on the other hand, was 35 years old. The focus of Fude no saga is the so-called
“refined versus unrefined controversy” (Gazoku ronso TR 7 4r), however, the

criticism that Kageki’s waka is Tamekane style should not be overlooked. Here are

two examples:'?

EIEA
FTHLZDODY DREZRPLNIEROTETLEHETCLNY T

Pine Tree on the Mountain in the Evening
Looking at the mountains in the dark of the evening, a single pine tree looks

lonely.



Hm, T, Ol l, Zib, BEERZR SO~ IEEOEH,

Br, Filiaom Sheeh LI na~d HEHImE~] LWnabid
MBbLEbY, ZOH7F, WERRS ZZ, BELAFIEOFT SV H,
POFIEIE AT 5 NS T, 4 O ERICRR2F RNV LY,
A TR ORE] LAl o s WiEn=51%, TRIEEELHENLLIFERY,

Okina commented: The lower phrase is not good. This is a haikai-like work, in

the style of [MATSUO] Basho AR % (1644-1694).

Maro commented: This waka is the one that often appears in Shinkokin. If he said
..even a remaining pine tree (nokoru matsu sae 5% % ¥ & ~)”, it would still

have a taste. This waka is very tasteless. It is also composed in the style of

Tamekane Ason 35/, Ason is a person who was uneducated and had little

knowledge, just like the people in the haikai group today. Kitadonari no Okina’s

comment that this waka looks like haikai is quite correct.

“Winter has come and the leaves have fallen off the trees until the mountainside
is clearly visible. Even a remaining pine tree on those peaks looks lonely (% ® & T
b & BITICARDITS D DZ DI S ~HIZ S OL %), (Winter, #565) by
HAFURIBE no Narishige #Lil %% (1180-1254) included in Shin kokinshii %14
4 was picked up and commented on by Harumi, “This waka is still tasteful.” On the
other hand, Harumi said that Kageki’s waka is tasteless and Tamekane style. This
(Waka not on fixed topics, #513) is included in Keien isshi shiii FEF—FZ#1E (pub.
3%7K 3/1850), which was published after the death of Kageki, but it is hard to say that
it is an excellent waka. Even OGAWA Nobuyoshi /NI 4 (1756-1820), a disciple
of OZAWA Roan /NRJEJ& (1723-1801), who was supposed to be on the side of
Kageki, and who should have respected realism, said, “The lower phrase is immature

and this is an ordinary waka.” (Gazokuben & 5+). Here is one more example:

AR R
NPNROF % 5T THIAVUZFHFLOED I 0 XTI v
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Outdoor Morning Glory
I tried opening the bedroom door and found that the morning glory flowers were

already past their prime.

S, A Dl l, —EHEELWSBO S SEITT, mEA,

Br, EAoSE, AFHEO T#H0OZs2 L <) Lun~3icn
MESEIZY, TNTHFADORF, 2OHEDOLHEY I PED I,
WESLRL DHLRL, POFIROUORTFLARDLIE, TOMHEID A
HIFRLWOH~DE, SR EEOFUD T 5T, MO O w5
NEFERITALETIOINDDD ZZ, ST, [T THENIT D,
WE TR AHRY, SHICHFOY b bIINh T, JiE TRL»
X THOUE] 728 &0 TS, ZhIZIZEANCEE AL, e, It
—, ZOADOVWDR L, TIOSIZT, SREADHLDNDDORIH 2D,
(P4 1)

Okina commented: The second phrase is not good. This waka is like haikai and
sounds unrefined.

Maro commented: The upper phrase is very similar to Tamekane Ason’s
expression, “If I look closely at the leaves of the amur silver-grass (Ogi no ha o

yokuyoku mireba KD HE% L < L < A4UIZ). ” All of this poet’s waka are

familiar to Ason’s expression. It should be hated and laughed at. Everyone has

said that Ason was making poor waka. It is unbelievable that someone is trying
to learn the cheap expression at this time when one can learn the words freely.
The phrase “akete mitareba & F T 7o 4UIL” is a terrible shirabe. This does
not feel like the poetic vocabulary (utakotoba +5¥) of waka. If he had said,
“mishikaba 5. U7MZE,” “mitsureba &-2%U1Z,” or something like that, it would
have been much better. The expression in the first and second phrases lacks

suppleness, like something a child would say. ...”

Tamekane’s waka that Harumi pointed out is “Ogi no ha o yokuyoku mireba ima




zo shiru tada okinaru susuki nari keri KD %2 L K ANES F D772k
72 5 T V) ” included in Nomori no kagami BF57#%. And here again, Harumi

thoroughly blames Kageki’s waka for being in the style of Tamekane, as he pointed
out in the underline. Incidentally, the phrasing of “akete mitareba & 3 T 7= LiE”,
which Harumi said is cheap, can be seen in two examples in the imperial anthologies
(Chokusenshii $15£4£) such as “Itsushika to akete mitareba hama chidori ato
arugoto ni ato no naki nari (VO LNEH T THENZIFTETRHH LT LICH
& D7 ER)” (Shaishii $5184E, Miscellaneous ge, #553 by ONONOMIYA
Dajodaijin /NEFE KECKFL [900-970]) and “Yume ka tote akete mitareba tama
kushige ima wa munashiki mi ni koso arikere (0> & TH T THINIEEL LIF4S
72 LEFIZ 22 H Y ) (Shin Chokusenshii Hrii#E4E, Miscellaneous 3,
#1224 by KUJO Udaijin JL5c4KE [908-960]), however, it is undeniable that they

are both argumentative.

In any case, the fact that Harumi blames Kageki’s waka for being Tamekane style
as early as “=#0 2/1802 is important. From the aspect of waka history, it was well
known that both imperial anthologies of the Gyokuyé EX4E and Fiiga AN including
the excellent jokei-ka had a reputation for being bad examples for both 70546 and
ordinary people (jige 1 F). However, when one reads Kageki’s waka carefully, it is
realized that one has to consider the similarity between Kageki’s waka and the
expression in the two imperial anthologies at the level of wording. The details will be
left to another paper, however, considering that many of the early modern waka
themselves depicted the scenery, it can be concluded that the similarity to the
expressions in Gyokuyé and Fiiga is an issue not only for Kageki, but also for all the

early modern waka.?

On the other hand, it is also important not to overlook the fact that Chikage
criticizes Kageki’s waka mainly because it has something in common with haikai.
Considering that Kageki’s waka emphasizing jikkei has an objective element that

haikai naturally has as its essence, once again, the not-so-small issue of “Kageki’s
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waka and haikai” emerges. Kageki said, “Haikai, which is popular now, is not
included in the category of kyoka JEHK. So one can refer to haikai. The spirit of haikai
is the same as that of waka.” (comment on manuscript of waka by MARUYAMA
Tasuku at Shinano. Zuimonzuiki) and showed a stance of allowing Aaiku, which is an
unrefined literature (zoku bungaku & 3C°%), from beginning to end. In addition, there
is an episode that Kageki corrected an opening verse (hokku %&%]) even though they
were made by haikai beginners (HATTA Tomonori J\ F %1% [1799-1873] “Furoku”
[ftgxk, Shirabe no tadamichi F D E ¥ pub. 541k 3/1846). The above incidents are
very impressive when considering his thought in karon and his style of waka

composition.

6. Shiron and Garon — The Place of Kageki’s Karon in This Era

In the previous chapters, Kageki’s jikkei-ron was taken up with the issues that
have existed surrounding it. In the first place, where was the origin of his opinion in
karon? If one looks back at that time with a view to the development of history of
karon, it is unavoidable to be aware of “the trend of the era to move towards realism”.
The theory that emphasizes jikkei is also found in the field of Chinese poetry (kanshi
{£5F) and painting, although using different words. Rather, it should be said that the

thought of kanshi led to garon and karon. First, the aspect of shiron will be examined.

What covered this era widely was YAMAMOTO Hokuzan [LAALIL (1752—
1812)’s theory.?! Hokuzan criticized the Ancient Rhetoric School (kobunji kakucho
ha &7 SCEEFSFRUR) and his point is as follows:

HIFENTRGE T, A b=y FEEEY. BA RI7 &7 7 &

M BT e AR TEG b, hBRLLF ISV = b kR s

B b7 Bl=miE ) TRIT A,

They stole poems made by the Tang poets, arranged them phrase by phrase,



imitated character by character, did not see the scenery in front of them, picked
up the rotten words, and publicly called it the restoration. They cannot stand the
sight of even one poet in the late Tang dynasty. One must devise their own unique

way without being influenced by others.

— YAMAMOTO Hokuzan
“Shihen soron” FFZ8 K8, Sakushi shiko VEFFED%

(pub. K] 3/1783)

He criticized kobunji kakucho ha for being nostalgic and not looking at the actual
sceneries in front of them. In contrast with kobunji kakuché ha, Hokuzan emphasized
the importance of expressing one’s emotions based on the scenery in front of them. It
is already a well-established theory that Hokuzan’s stance was actually based on
YUAN Hongdao #7718 (1568-1610)’s Xing Ling Shuo (seireisetsu PESEFR) in the
Ming Dynasty. The following is from “Shoshii ga shi ni josu” /IME H 5 =4( A in
Enchiiré zenshii 3% HBER424E reproduced at the end of Jifk 9/1696:22

FRLFMIMERTITNT | BRE=RT7 X, A/ Mgz ViR HY 1=
HEFLAL BTET FHX (B

In general, one should express from one’s own heart and not be influenced by the
words of traditional poetry and dare not write unless it flows from one’s own

heart. (The original was written in Chinese.)

In this way, the reformation of the poetry circles gradually spread not only to Edo and
Kyoto, but also to a wide area by using seireisetsu advocated by Hokuzan as a
theoretical prop. As a result, countless statements related to shiron that emphasized
Jikkei / shinkei and jitsujo appeared in this period (including critiques in the

collections of poems).

The poetry circles influenced by such seireisetsu were truly characteristic of the

times. Even though this was obviously a trigger for Kageki’s jikkei-ron, one still has
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the task of identifying shiron that directly influenced Kageki’s theory.??

Incidentally, Kageki would have had the opportunity to often feel the atmosphere
of the poetry circle mentioned above. Among them, it is hard to overlook the fact that
Kageki unexpectedly met a disciple of Hokuzan at an inn near Mikawa-yatsuhashi on
the way back from Edo in the winter of 3CB{ 1/1818, when Kageki was 51 years old.
He was one of the key figures in the innovation of the poetry circles, OKUBO
Shibutsu K7ZEFFL (1767-1837), and he was 52 years old at that time.

DAY T, A OBRZR 2 IR L D, S D18, LA D A4,
BRIBEVDNA~DSICT, BRUSHEIIRENY, [ R TEDOIICES
EISNAWESNLT, A#ERIVOLRELI LI~V LHDHLDNS
W2, T23, RO b B2 e, BEDORESLbDE] L N
TREEIVEY T, HOEHYP, (KRIK)

On the way home, I stayed at an inn called Yamabuki-ya at the Chiryd station.
Then I found that Shibutsu from Edo was staying at the same inn on his way back
from Nagoya. “Shibutsu has been planning to meet you for a long time and has
some documents from Nagoya.” said the owner of the inn. “What better
opportunity could one wish for? I have heard only rumors about him.” And then,

I went down from the high building and met him. ...

— KAGAWA Kageki
Nakazora no niki 220 HFC 4
(written on November 24, SCEL 1/1818)

According to Nakazora no niki, after this meeting, they spent an elegant time
exchanging poetry over the next day. Did they really talk to each other about the core
of poetic theories at this time? Needless to say, it is unknown, but the meeting of those

two masters of the poetry circles must be regarded as important.

Translation and commentary (pub. SCEL 2/1819) on Kaishien gaden %[ H



5 25 by KASHIWAGI Jotei K415 (1763-1819), who worked with Shibutsu to

innovate the poetry circles in Edo, begins with the following:

RAVES WK ZZE L, K ZE < 253, —EO LKISH SIS, HE
D, HIOKZBUT, —HEOW, —ROKZBLEIT, kL THFE
DGR, FFEDOPEM & 259, 26 (JFEES0)

I was born to love landscape and love to draw it. Whenever I face the landscape
in the hanging scroll, I remember and paint the mountains of the province or

water in the village. Every time I see a mountain or a stream of water, I envision
the scenery, and it becomes a mountain or a valley in a certain land. (The original

was written in Chinese.)

Recently, IBI Takashi $52E /% (b. 1946) took up the above preface and said, “In other
words, the consciousness of trying to superimpose the landscape depicted in the
paintings and the real landscape that he faces is very strong.”?’ He pointed out that

realism is certainly evident in the field of painting.

If one overlooks the field of painting diachronically, one can see that shortly
before the above, a new style—“realistic paintings of nature” (shaseiga 5-*E[#) by
MARUYAMA-Shijd School M [LPU4Jk dominated its field, especially in Kyoto.
That is why UEDA Akinari = HEK% (1734-1809) said, “In the field of painting,
[MARUYAMA] Okyo F[LJ&%& (1733-1795) came out and shasei became so
popular that all the paintings in Kyoto became like that.” (Tandai shoshinroku NHK
/INEEE). The word shasei literally means “painting as it is,” 2® but eventually, in the
Kansei 5B era (1789-1801), a new theory emerged to replace it. It is garon by the
literary painter KUWAYAMA Gyokushii. While placing importance on the word
shinkei, he developed a unique shinkei-ron (in the following, Gyokusht’s theory of
the emphasis on shinkei is called) that respected the creativity of the painter. His
argument is highly valued by art historians as garon that surpasses shasei.?’ However,

it seems that his garon has never been taken up in relation to literature. In the next
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chapter, the relationship between Gyokushii’s shinkei-ron and Kageki’s jikkei-ron

will be discussed.

7. Gyokushu’s Shinkei-ron

Gyokushil was from Kii (Kishii f2JN) Province. He was born in fE== 3/1746
and died on April 13, "B 11/1799 at age 54 (22 years older than Kageki). He is
known as a disciple of IKE no Taiga ¥R HE (1723-1776), and is renowned for
theorizing Taiga’s painting stance based on experience of nature. Kaijihigen #2535l
S was published by Gyokushii’s friend, KIMURA Kenkadd ARATFREIE (1736—
1802), immediately after Gyokusht’s death in 1799.3¢

Though the word that was most valued in Kaijihigen was shinkei, the word
shinkei was originally seen in Sansuiketsu (LKt (Hippoki “Ei£FL) by JING Hao
(Keiko il [dates unknown], active from the late Tang to Five Dynasties and Ten
Kingdoms period in China). The word shinkei is one of the important concepts that
later became the basis of the Chinese landscape painting. In Japan, Gyokusht started
using the word shinkei as a term for garon during the Kansei era. However, it seems
that the word shinkei has been used as a subject term for landscape paintings since the
Tenmei K era (1781-1789).3! However, it should be noted that while the word
shinkei as a subject term was mostly used for works that depicted actual scenery
(jissai no keshiki) of famous places or scenic spots, shinkei in Gyokushi’s garon was
used to mean scenery with the artist’s emotion (makoto no keshiki). The word shinkei

in Gyokushii’s Kaijihigen will now be examined.

First of all, he said, “The reason why Chinese landscape painting is unique is that
it depicts shinkei (FeWf / W2 BAA =X LN, Ra LT HEa VR VAL
71U, on the other hand, Japanese painters draw only by imagining the shape of a

landscape and do not think deeply about the emotion they feel when they see the actual



landscapes, which is why their works are flat and shallow (St0ik 7 8=/ I K7
R EW ) RERT BV Lo EPE T % 2).” In response to the prevalence
of copying painting models (funpon shugi ¥37<3-3%), which did not even look at
nature, he stated his own view that “No matter where one is, one should try to depict
shinkei (T =F 7 L | H35 7 {#iF i LX), ” This shinkei has the same meaning
as jissai no keshiki above. Under such circumstances, it is noteworthy that in his
words describing the reason for his high regard for KANO Tan’yi FF8#- &4 (1602
1674)’s painting works — Tan’yl observes shinkei carefully and tries to paint with all

his emotion (&R B T A& >, KR T LLT RIE T 5. A ¥ /L) — he regarded

shinkei as makoto no keshiki. Originally, kiin < #1 (emotion) was a word based on

the concept of “Spirit Resonance” (kiin seido <R ), the first of the Six
Principles (rikuho 75i%) of Chinese painting, in the preface of Kogahinroku 7T\
# by XIE He #ffift (dates unknown) of Southern Qi, and it was considered as the
most important concept in the history of Chinese garon. Gyokushu enthusiastically
explained the importance of kiin and, by contrast, strongly discouraged copying
(shasei) and said, “When one is trying to imitate all shapes by copying an old painting
or sketching the object, no kiin are created (7 [l Z#5 L XIL5E O EW % 5912,
&< HIB I U 2 3R 2 RR XL VBRI U R BAE). ” (Gyokushit gashu®?). The
fact that Gyokushii quoted the following phrase of SU Shi ZFi#fi (1036-1101) in his

Gaenhigen H3i#b S represents his opinion.

B 7 G AV =L T LA A LS RUIRE BV
When one discusses paintings, if one judges only by how one sketches, it is the

same level as a child.

— “Enryd no Oshu bo egaku tokoro no sesshi ni shosu 2-shu” Part 1
TERkE » £ 7 fjr 7 ik =F 2 8\ Ho—

Toba sensei shi HE Je B 5F

(pub HIE 2/1656 33)
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This phrase was also quoted in “Seirei” M52 in Sakushi shiko.

The details of Gyokushii’s garon will be left to the experts and will not be
discussed more deeply here. In any case, based on the theory of traditional Chinese
landscape painting, Gyokushii emphasized the importance of shinkei and at the same
time, he said that mere reproduction of jissai no keshiki — in other words, shasei —
cannot be called artwork, but must contain the kiin of the artist. Gyokushii’s unique
shinkei-ron (generally referred to as shaiteki shinkei-ron 5-F I E i by art
historians) seems to be quite similar to the aforementioned jikkei-ron by Kageki. Of
course, this study must refrain from both lightly discussing their relations of influence
and writing bold speculation here now. However, it cannot be hidden that the theories
of the same taste were developed in the same field of art theory almost at the same
time. Why did Kageki use the word shinkei? (Note the fact that the first example of
the term shinkei used in karon is due to Kageki.) The relationship between Kageki and
Gyokushii/Kenkadd has not been revealed yet, and the fact that the existing copy
(denpon 15K) of Kaijihigen is not extensive is also a concern. (There are only seven
copies in the Union Catalogue of Early Japanese Books by the National Institute of
Japanese Literature [E 352504 EHE.) Even so, there was a good chance that
Kageki could have indirectly come into contact with Gyokushii’s garon through a

third party or a trend in the painting and poetry circles of Kyoto.

Incidentally, HATTA Tomonori, a disciple of Kageki, contrasted shirabe in waka

with the kiin in calligraphy and painting, and explained as follows:

KNDER DL DN T, THEREZE S ) ZREAE5L) RGO 72
ElxWidhaz AL, STRXHEZLLIHI2EH 6T, SEkIZHS
D, BEEICKEHDIE., BICAHLZAMIT, TRTHEO L, —9I0
HZEY TH, BOSMIHT S MLOBHTH B b 0, HrZiboRic L
T, IR —FOER Y,

No matter how much of a beginner one is, one does not say things like “summer
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wind blows,” “winter wind blows,” or “red chrysanthemum flower” in waka

because, as one would expect, everyone knows shirabe. Therefore, waka has

shirabe and calligraphy and painting have kiin, just as flowers have beauty. In
everything, there is a taste of its original dignity in the expressed form, and it is

most important to understand it.

— HATTA Tomonori

“Appendix”, Shirabe no tadamichi 3*

Tomonori’s statement suggests the proximity of karon and garon. It can also be
confirmed that Gyokushi himself was saying, “Needless to say, painting is like
composing waka or Chinese poetry ([& = U [l 7 /L E N, #aF b FEE =) or “If
Chinese poetry is said to be a picture with a voice, so is waka (77 A 75 / W k =~
N FnERERE T V)

8. Development of Jikkei-ron in the Meiji Period

At the end of this study, some further issues will be introduced by focusing on the

development of jikkei-ron after Kageki.

In the Meiji period (1868-1912), KUBOTA Utsubo # HZf4 (1877-1967)
said, “Those who insisted on shasei valued only the reality and comparatively
disregarded their emotions. Therefore, I have a feeling that it is not enough.” (Tsuzoku
sakubun zensho: Tanka saho EBVESCAE FAKIELL 3%). Also he said, “The poetry
is not shasei, but it cannot be separated from shasei. The poetry is shasei, but it is
more than shasei.” (Sakka mondo VEHK[F% 3°). He repeatedly explained the
importance of jo in poetry composition. This seems to be a remark made in
consideration of Shiki’s shasei karon, which dominated poetry circles at that time,
and it is now obvious that Kageki’s karon is at the root of Utsubo’s statement in his

poetic theory. It would be an effective perspective to reconsider the flow from Kageki



A Study of Jikkei-ron: An Aspect of KAGAWA Kageki’s Karon (KANSAKU Ken’ichi)

to Utsubo when looking at the evaluation of Kageki in the history of short poem
(tanka F57K) during the modern era and the “flow of the history of karon from the

early modern to the modern era” from a larger perspective.

Another issue is the dilemma in actual poetry composition as a consequence of
Jjikkei-ron. Just as some of the poetic circles after seireisetsu created a large number of
flat poems, Keien School Uk after Kageki, including the New Keien School #7
FEFJR (Outadokoro School fHIFKFATIR) of the Meiji period, fell into the situation of

mass production of jokei-ka that was too flat. Here is an example:

(—&HAERIZH D LIS A IE)
FLOUNTHOBLIZILORELRPLINEV TS 6R2YITY

[When I had a cherry blossom viewing before]
I do not know what is going on behind the haze of the Yoshino Mountain, but as

far as I can see, it is all cherry blossoms.

— HATTA Tomonori
Shinobugusa vol. 1 i 94 AN 37 Wi

How should one perceive the many waka of this period that have received little
attention until now? There is much to consider about what impact jikkei-ron will have

on the future and how it will develop.

Conclusion

The concept of KAGAWA Kageki’s jikkei-ron is found in both shiron and garon.
In particular, the fact that it is quite similar to shinkei-ron (art historians generally
refer to this theory as shaiteki shinkei-ron) developed by KUWAYAMA Gyokushi, a
literary painter of the same period as Kageki, was confirmed. In the Meiji period, the

influence of Kageki’s jikkei-ron was slightly seen in karon by KUBOTA Utsubo. This



fact is very thought-provoking as an issue of the history of Japanese karon.

Notes

1. KUWAYAMA Gyokushi, published in FLE 2/1790. Question-and-answer style

about painting treatise in letter format. The following sentence contains the word

shinkei:
RN IR T ) ERFOM 2 BEANVTIET 208 m <, KA
2 W LT 4y B BbERICHELRME HOIT

2. TANAKA Yutaka FHH#, “Keiki” 5=, in Nihon koten bungaku daijiten H
B ST EREL (Tokyo: Iwanami Shoten).

3. It is considered that the word jitsujo in addition to jikkei was first seen in
Shirinshiiyo. In examining the history of karon, especially the expansion into
Jjige karon in the late Edo period, the arguments in Shirinshiiyo, including the

terminology, are thought to be the most important among several t0shé karon.

4. UENO Yozo E¥F¥¥ = etal., Eds., Shin nihon koten bungaku taikei: Kinsei
kabunshii, jo Hr H A B RE GEHECCEE | (Tokyo: Iwanami Shoten,
1996), p.172.

5. Early on, TAKAHAMA Mitsuru {578 briefly pointed out this fact in “Tosho
karon ni okeru makoto” 4% _bL#KEmIZIS I D F 2 &, Baiké jogakuin daigaku
kokubungaku kenkyii, vol. 8 it 2027l KFE SC#mF4E /\ 5, November
1972.

6. Example of paintings on shaji paper sliding-door (shoji-e [&7-#%) at Saisho
Shiten’ndin Temple F MUK EPE (visiting Akashisuma B ZHEE(T by a
painter, MUNEUCHI Kaneyasu 7%PN3EEE), issue related to SAIGYO PG4T
(1118-1190)’s exploration of poetic places (utamakura WKL) or the existence of
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waka by Kydgoku School including KYOGOKU Tamekane come to mind
immediately. In addition, as time went on, some of the realism was much more
influential in the early modern waka, such as t6sho’s waka with the topic of
Mount Fuji (Fuji eiho & Likik).

See OTANI Shunta KAE K, “Fujiei sobyd: Jikkan to hon’i” & t:ik i — &
J& & A — in Wakashi no “kinsei” dori to yojo Fodksio> Tyt jEFE & &
T (Tokyo: Perikansha, 2007).

KATANO Tatsurd 51 %7 2R, Nihon bungei to kaiga no sékansei no kenkyii F
AR LA m OFEBIMEDAFFE (Tokyo: Kasama Shoin, 1975).

Katano pointed out the trend of realism in the Kamakura period (1185-1333) and

squarely featured the picturesque nature of literature at that time.

YAMAMOTO Kashd A Z %, Kagawa Kageki ron 75 )11 54t (Tokyo:
Ikuei Shoin, 1942), p. 165.

“Kageki karon no kinseiteki genkai ni tsuite” Jcf8f 8 O U ARSI DV,
in Fujihira Haruo chosakushii, vol. 4 J§ & B EIEE FIUE (Tokyo:
Kasama Shoin, 1999).

TAKIZAWA Sadao f&iR B R, “Kaisetsu” i, in Kokinwakashii seigi 154 Fn
HREEEF% (Tokyo: Benseisha, 1978), and other publications.

Refer to SUZUKI Ken’ichi 5 Afi—, “Kadai no Edoteki tenkai” k& DL
HIEBA, in Edo kotengaku no ron {17 d7 #7 D (Tokyo: Kyiko Shoin,
2011).

SUZUKI Jun $57K7%, “Kamo no Mabuchi no jisanka” /% E.{M O H &K, in
Edo wagaku ronké L7 F1¥ 5w+ (Tokyo: Hitsuji Shobd, 1997).

Nihon HZK. Jan.—Mar. 1900.
Shiki zenshi, vol. 17 T#l44E %+-1°& (Tokyo: Kddansha, 1976), p. 255.

Note that the word shasei is originally a term used in garon.



11.

12.

13.

14.

15.

“Kageki to Shiki” Zuf#f & 1 #, in Nakamura Yukihiko chojutsushii, vol. 1 HFT
SEEENE 55— (Tokyo: Chiiokoronsha, 1982).

Also refer to OTANI Masao KAHETS, “Jinshin onaji karazaru koto tsura no
gotoshi: Seigo o meguru wakan hikaku ronko” [T ARG | — BEE %
< D FIPE SRR —, in Wakan hikaku bungaku sosho 7: Kinsei bungaku to
kanbungaku FHEELCR LT 7 G 3CF L B0 (Tokyo: Kyiiko Shoin,
1988). In this article, OTANI acknowledged that Kageki’s jikkei-ron had

uniqueness in waka composition and discussed the excellence of his karon.

Zoku Nihon kagaku zensho: Kagawa Kageki 6 zenshii, ge %t A RikFEEE &K

JIl =424 T (Tokyo: Hakubunkan, 1898), p. 487.

Refer to FUJIHIRA'’s article in Note #7. Further related articles are included in
Fujihira Haruo chosakushii, vol. 3 and 4. (Tokyo: Kasama Shoin, 1998-1999).

KUBOTA Utsubo, “Keien isshi kogi o yomu” TR —AGkFRl] % 5ide, Tanka
kenkyii FEHKAIFFE, April 1920. Keien isshi kogi is later included in Kubota
Utsubo zenshii, vol. 10 M ZEfi44E %15 (Tokyo: Kadokawa Shoten,
1966). This is very useful for research.

Recently, YANASE Mari B 7 #.’s “Kagawa Kageki no waka jichii ni okeru
yanagi”® F)FBOFIEKBIEIZIIT D TP was published. It is included in
Nihon kinsei bungaku kenkyii no shinryéiki F ATt SCEAFFE O Hr e ik
compiled by MUNEMASA Isao 5= Fi+f# (Kyoto: Shibunkaku Shuppan,
1998).

These examples were quoted from the book owned by Toyo Bunko Fi % SC . (It
is a book that YATOMI Hamao HRE fikFEKE transcribed in BI1H 38/1905 from
INOUE Michiyasu # -i#Z&’s collection, and it is an original text [teihon JE
K] included in Keien iko. Also, I referred to Microfilm owned by the National
Institute of Japanese Literature.) The original text is a mixture of kanji and

katakana, but when quoting, all katakana were converted to hiragana, and then
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the category (budate 37, poetic topic (kadai HK/#) and poem number were

added in parentheses to the end of each waka.

In YANASE s article in Note #14, she has pointed out the exact opposite “Kageki
may have given this lecture to the elite disciples of a very limited instructor

class.” This may not be correct.

The word jokei 7% cannot be found in the dictionaries of Chinese texts
(Haibun inpu, Kango daishiten and others), so it might be a Japanese word. In
addition, the word cannot be seen in various Chinese—Japanese Dictionaries such
as Dai kanwa jiten. On the other hand, Nihon kokugo daijiten 2" edition takes
Musashino # % by KUNIKIDA Doppo [EA A4 (1871-1908) published
in 1901 (the first publication was in Kokumin no tomo [EF & on January
1898) as the oldest example. However, recently, I found that the word jokei was
included in the critique (printed in the upper margin in the printed book) by RAI
Sanyo FE L5 (1780-1832) and TAKEMOTO Hokurin & otk (1770-1820)
in the second part of KAN Chazan & 4511 (1748-1827)’s poetry collection
K6v6 sekiyé sonshashi X R4 5F %W (pub. SCEL 6/1823). It appears
in vol. 3, 6 and 8. Since there is a good possibility that the first case can be traced
back further, I would like to continue my effort to investigate the case.
Just before the above Musashino, MASAOKA Shiki wrote in BA{& 25/1892 “F
MOBIIMELY AL ELEY, RUELV R EFEEED, .7
and “FINHAREA L OE W LETLL AT (Waseda Bungaku vol. 26 .7 H
S5 TR, October 1892), and it was an early example of the usage of the
word jokei in the modern era. NODA Hiroko #fH{% - pointed out that the
word jokei was coined by Shiki for the above reason (“Jokei-ka no seiritsu e”
[BUHR | O RRNL~, in Man yoshii no jokei to shizen 77 35 DR & HIA.
Shintensha, 1995), however, there might be some disagreement. She states that
the word jokei-ka was not used until the Showa period (1926-1989), but this is
also suspicious. I would like to clearly state that KUBOTA Utsubo said, “ZE{5t



18.

19.

HMEVANTH LRSS TER, FOFETENTHEEKLOHK T, MFED
W C9 (Sakka mondé. Toundo, 1915). However, there are many things I can

learn from her attitude of trying to determine the starting point of the words jokei
and jokei-ka. Tt is necessary to keep a strict eye on the historicity of the concept

of these words, which are still in widespread popular use today.
Waka renga soko FN#liEfk#2 (Tokyo: Seibido Shoten, 1930), p. 215.

The quotations are from a manuscript in the collection of the Library of Graduate
School of Letters, Kyoto University FHS R SCE W8 FHX EAE, but some of
the words have been changed after referring to a manuscript included in
Horozassho YEIE4ES) in the Murakami Collection of Kariya City Central
Library X4 i o o B SE A AS 1 SO,

Refer to NAKAMURA Yukihiko, “Haikai no kyakkansei” 5D Z#14%, in
Nakamura Yukihiko chojutsushii, vol. 2 (Tokyo: Chiio Koronsha, 1982).
NAKAMURA includes these two examples in this article.

SHIMIZU Masaru & 7K, “Ozawa Roan to Kagawa Kageki: Kydwa 2-nen o
chiishin ni” /NS & 7)1 5ol — =0 4 % 02—, Kagoshima
Joshidaigaku kenkyii kiyo, vol. 20, no. 1 FEVE % - RFEMFIEMAE 45—
#r, July 1998. This is a recent article featuring Fude no saga. Two articles were
recently published one after another about SEKKO Zenji S ##fifi (dates
unknown), who sent Kageki’s waka to Chikage and gave him opportunity to
write Fude no saga.

TANAKA K&ji [ HEE ., “Sekkd Sohitsu: Sekkd Zenji to Edo ha” 25 [ 525 —
E R FAD & VLR, in Edo ha no kenkyii 117 YR OWFSE (Tokyo: Kyiliko Shoin,
2010, 1% edition, 2007).

KONOE Noriko 1% #¥-, “Sekkd oboegaki: Fude no saga shithen” 25 [if] 5 2.
X — [EosRn] B —, Komazawa kokubun, vol. 46 SR [E S PUK 5,
February 2009.
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UENO Y0620, “Wakamurasaki no kafi” [#Te 5 X &[] OHKAE, in Genroku
wakashi no kiso kochiku JEARFIEK S O FLHERESE (Tokyo: Iwanami Shoten,
2003).

UENO specifically pointed out that some of the phrases in Wakamurasaki edited
by RYOZEN’NI T#XJ2 (1646-1711) overlap with the wording of Gyokuyé and
Fiiga. Ueno’s article is extremely suggestive, as he describes the fundamental

questions in considering this issue.

IBI Takashi, “Seirei-ron: Edo kanshi ni okeru koten shugi no kokufuku” 452 i
LA EERRIC IS T 2 Wi ER O SR —, in Edo shiika-ron 1177 55 Hk
(Tokyo: Kytiko Shoin, 1998). In addition to IBI’s article, there are discussions by

various scholars. Incidentally, Hokuzan was 16 years older than Kageki.

Wakokubon kanshi shiisei, vol. 19 FUZIARMEFFER 2+ L% (Tokyo: Kyiko
Shoin, 1977), p. 299.

KANSAKU Ken’ichi, “Kenkyii: Gen;jd to tenbd (2) Kinsei” #f5¢ Bk & L
(2) it in Waka bungaku ronshii 7: Karon no tenkai FNak3CFimtE 7 #im o
J&Bf (Tokyo: Kazama Shobd, 1995). I attempted a brief summary of the theories

that have been asserted.

This was quoted from a woodblock-printed book published in SCEZ 2/1819. This

is the first impression of the book that Matsunomaru-ya #2:Z #LJ& owned.

Its first volume was published in FEE 18/1679 during the Qing dynasty. There
are four volumes in total (the volume four was fabricated by a later person). This
is a popular beginner’s guide to literary painting. The latest article about this is
KURAMOTO Akira 87K, “Kokugakusha to garon: Takebe Ayatari to Ueda
Akinari no baai” [E7F & Hiam — EHEE & FHKEDOES —, in Edo
bungaku, vol. 18 JLj7 3% -+ /\75 (Tokyo: Perikansha, November 1997).

Wakokubon shoga shiisei, vol. 5 TN AEBM R 5 F4 (Tokyo: Kyiiko
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28.

29.

30.

Shoin, 1976), p. 249.

IBI Takashi, “Kinsei sansuiga no shiten” ¥t [LI7K ] O, in Kinsei bungaku
no kyokai: Koga to hyogen no hen’yd JrttCF O [EFk & RBELOEFRE
(Tokyo: Iwanami Shoten, 2009).

In terms of art history, shasei also has various meanings. KONO Motoaki {[#f
JtlE, “Edo jidai shasei ko” (LR TG4 B, in Nihon kaiga-shi no kenkyii
H AAR I 5 OMFFE compiled by Yamane Yiizo sensei koki kinen kai [LIRA =
S EFRR S (Tokyo: Yoshikawa Kobunkan, 1989) explains it in detail.

SASAKI Johei =4 AR7R -, “Nihon bunjingaron no kakuritsu: Kuwayama
Gyokushil no shinkei-ron o megutte” H A ST A W56 OfifE 32 — S 1L E P o> FL 5
i & 8 < o T —, in Geijutsuteki sekai no ronri =TI OFHEL compiled
by Kyoto daigaku bigaku bijutsushigaku kenkytikai F#} K538 5 =57 o0 S0
724> (Tokyo: Sobunsha, 1972).

SAKAI Tetsurd 5 H#7E, “Kuwayama Gyokushii no garon ni tsuite” Zc|l &
WD WIFHIZ DVNT, Bijutsushigaku, vol. 2 i H15% 7%, March 1980.
---. “Nihon nanga ni okeru shinkei no mondai ni tsuite” H AR E (235175 [H
5o OREIZSWT, Miyagiken bijutsukan kenkyi kiyo, vol. 2 = 4 Ik LR
FFSE40 % 5, March 1987, and other publications.
YAMASHITA Yoshiya [LIF#4, Ed., “Kankei shiryd” BHER&E £, in Zuroku:
Egakareta nihon no fitkei kinsei gaka tachi no manazashi X|§% i/ iz B AR
D a5 T Z 7= H O F 72 X L (Shizuokakenritsu bijutsukan i 537 35
7#E, 1995). These articles are very useful as they contain excerpts of the parts
including the word of shinkei from the five volumes of Nihon kaigaron taikei H

ARAREFHIAR (Meicho fukyiikai, 1980).

KIMURA Kenkadd wrote the preface and HOSOAI Hansai fi& % (1727
1803) wrote the afterword. chithon H A%, 1-satsu. The title was given with
respect to Kaijibigen &% 5 by TANG Zhiqi (TO Shikei FFEZL, 1579
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1651) in Ming dynasty. Refer to KOBAYASHI Tadashi /NMAM, “Kuwayama
Gyokushil to Kimura Kenkado: Kaijihigen o megutte” Z= L EYN & KT 4L
— [#FEe =] 29 <> T—,in Edo kaigashiron {1721 315 (Ruri Shobo,

1983). In this article, KOBAYASHI pointed out that Kenkado had edited and
supplemented Kaijihigen by introducing widely the draft Gaenhigen (owned by
General Library, the University of Tokyo Wt KR A X EHAE, kohon /INK,
1-satsu. It is formerly in the Nanki Collection F§¥%3Cf#). According to Dokusho
nikki i3 H 7L (written on March 6, 1938) and Mori Senzé chosakushii
zokuhen, vol. 14 FR#k = E1F4E fifm &+ IU% (Tokyo: Chuokdronsha,
1994), p. 319, it seems that Taiga wrote the title “#3 3 #h= 4 on the cover of
the book. The quotation in this study is from Nikon shoron shiisei, vol. 3 H A
EFMERK 2B =& (Tokyo: Kyiiko Shoin, 1978). The original text is in the Kaga
Bunko Collection at the Tokyo Metropolitan Central Library #B 37 H Se[X] i

N4 3L (formerly owned by TSUBAKI Chinzan &1L [1801-1854]).

TSUJI Nobuo -t #E, “Shinkei no keifu: Chiigoku to Nihon, jo ge.” [E. 3]
DRk —E L BAR (&) (F)—, Bijutsushi ronsé, vol. 1 and 3 ZE7f 5 #f 2
—5. —7, March 1985, March 1987.

This was quoted from the manuscript owned by the General Library, the
University of Tokyo (It was bound into one book with Kaiseki gawa It [Hh
formerly owned by the Nanki Collection, 6hon KA). However, there are places
where the words were appropriately revised by referring to Ronga yonshu &[]
PUFE of Iwanami Bunko =% SCJ# edited by SAKAZAKI Shizuka YZIRj1H,

original text is unknown, pub. 1932.
Wakokubon kanshi shiisei, vol. 12 (Tokyo: Kytiko Shoin, 1975), p. 108.

This was quoted from woodblock-printed book in the Murakami Collection of
Kariya City Central Library, which is the first impression of the book with no
colophon besides Sakaki no sono zo BARE . In YAMAMOTO’s article in



Note #7, he mentions Kageki’s theory of shirabe by referring to kiin seido in
Chinese garon. However, it does not refer to Tomonori’s discourse, nor does it

specifically refer to garon.

35. Hakubunkan, 1909. Kubota Utsubo zenshii, vol. 7 ¥ M ZEfi24E L%
(Tokyo: Kadokawa Shoten, 1965), p. 60.

36. Toundo, 1915. Kubota Utsubo zenshii, vol. 7 (Tokyo: Kadokawa Shoten, 1965),
p- 115.

37. This was quoted from the woodblock-printed book published in ZZE{ 2/1855.
Incidentally, this poem was quoted in Utayomi ni atauru sho K & 255 % E

(1898) by Shiki in later years, and was the subject of controversy.
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