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Abstract

This article focuses on the Shomonsho, a record of Sogi’s Ise lectures produced by
his great disciple Botanka Shohaku 4t FHEH #71 (1443-1527), 1 examine here in
particular, the manner of its interpretive procedure—to borrow the Shomonsho’s own
language, its “reading-as” (yomi-nashi 7t/ 7¢ L) of the story—in order to discern the
precise nature of that Sogi-school style of exegesis to which, as its direct record, the

Shomonsho bears uniquely crucial witness.
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A Story to be Read Poetically (Unno Keisuke)

Introduction

In the exegetical history of the Tales of Ise (Ise monogatari J*3¥)5# ), there
exists a group of commentary texts known as the kyichia IH{E, or “older
commentaries,” represented above all by Ichijo Kaneyoshi’s —253f E (1402-1481)
famous Ise monogatari Gukensho {JFE\W)5EE 7D and by texts in what is called the
Sogi-Sanjonishi tradition, so named for its beginnings with the renga X master Sogi
S (1421-1502) and its continuation over generations by members of the aristocratic
Sanjonishi =414 household." This group is juxtaposed against its predecessors, the
so-called kochii 7%, or “ancient commentaries” known chiefly for their prolific
tendency to draw fantastical connections between the Ise and various teachings of
esoteric Buddhism, as exemplified in the Waka chiken shii FnFRFNEEAE commentary, or
the Reizei-ke-ryii Ise monogatari shé i wZF if B 7ETY (Reizei-household
Teachings on the Tales of Ise). To date, there have been several attempts to clarify the
nature of the contradistinction in content that separates the “older commentaries” from
this even earlier “ancient” group, as well as attempts to situate their novelty in a
specific historical context.” Moreover, even among the various later-Muromachi
commentary texts (chiishakusho JEFRE) and “lecture records™ (kikigaki [#3) usually
taken to constitute the “older commentaries” grouping, texts in the Sogi-Sanjonishi
tradition have often been characterized as forming a unique subgroup, in particular for
the notable difference between their own commentary approach and that found in the
Ise monogatari Gukensho.

The distinctiveness of these Sogi-Sanjonishi-school commentaries on the Tales of

Regarding this concept of kyiichii IH7E (“older commentaries™), see Ozu Yiichi KA —, Ise
monogatari kochiishaku no kenkyii F2843E 1 3R DAFFE (Ishikawa Kokubun Gakkai, 1954;
rev. & exp. ed., Yagi Shoten, 1986); also Aoki Shizuko 75 AKH#ET-, “Ise monogatari kytichii-
ron josetsu: Ichijo Kaneyoshi to Sogi to” {23k IR EGm il © — SRR & o3k &, Joshidai
bungaku (kokubun-hen) K% (E i) 37 (1986.3).

See, e.g., Ozu Yiichi, Ise monogatari kochiishaku no kenkyi (v.s.); Katagiri Yoichi 7 fil7E—,
Ise monogatari no kenkyii (kenkyii-hen) (555 ORFZE (AF%Ek ) (Meiji Shoin, 1968.2).
Aoki Shizuko, “Muromachi koki Ise monogatari chiishaku no hoho: Sogi, Sanjonishi-ke-ryt
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Ise, as others have noted,' can be said to lie in their unique style of textual
interpretation. At the same time, however, when we compare within this subgroup
those earlier texts that transmit Sogi’s teachings more directly—such as the Shomonsho
H 2, the Socho kikigaki 53R (also known as Sokan kikigaki 72K ZE), and
the Yamaguchi-ki |11 130 —against a later lecture record reflecting the influence of
Sanjonishi Sanetaka (1455-1537) like the Iseisho WEI5) (recorded by Kiyohara
Nobukata 7555 ), or again against the Ketsugisho %) from the lectures of
Hosokawa Yiisai #ll)!14475, while there do exist certain shared tendencies uniting all
these texts in opposition to Ichijo Kaneyoshi’s own methods of commentary, at many
points they also display differences with each other. Indeed, even in those specific
commentary entries often cited as representative of lectures in the So6gi-Sanjonishi
tradition, not all texts of the school agree, with some assessments appearing, e.g.,
uniquely in the Shomonsho, or uniquely in the Iseisho. For an account of how Sogi-
Sanjonishi-school lectures on the Tales of Ise developed over time, therefore, and an
exploration of their motivating concerns, it is precisely at the level of such individual
commentary entries that comparison and analysis is required. Simultaneously, in order
to grasp the guiding purpose of those teachings passed down by the Sogi-Sanjonishi
school, it is also necessary, when analyzing texts produced as records of lectures on the
Tales of Ise, to consider their contents within the broader context of classical literary
exegesis as a whole.

This article is my attempt at such a study. Focusing on the Shomonsha, that record

of Sogi’s Ise lectures produced by his great disciple Botanka Shohaku 4 FHE E A

wo chiishin ni” =8 W] £ Wi AW GE VIR O J7 45« 520k « = 478 it & 0, Chitko
bungaku i 3L 34 (1984.10); see also by same author the article cited above (see note 1).

* See Yamamoto Tokurd [LIAEEH, Ise monogatari-ron: buntai, shudai, kyaju Fr5¥ 5 ik
- %% (Kasama Shoin, 2001); the Aoki Shizuko articles cited above (notes 1 and 3); Otani
Shunta KA K, “Narihira-z0 no henbd: Ise monogatari kyiichii-ron” 3544 DZEF: (JHE
WyRE IR, in Tenkai suru Ise monogatari B9 2% 85455 (Kokubungaku Kenkyt
Shirydkan, 2006); and by the same author “Yojo to rinri to: Ise monogatari Kytuchii-ron yoteki”
S S mBL L EMEE IR TERR AR, Josetsu B 33 (2006.3).
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(1443-1527),” 1 examine the manner of its interpretive procedure—to borrow the
Shomonshé’s own language, its “reading-as” (yomi-nashi #t7* 78 L) of the story—to
discern the precise nature of that Sogi-school style of exegesis to which, as its direct

record, the Shomonsho bears uniquely crucial witness.

A Story to be Read Poetically

Despite her promise to reunite in the coming fall, when the season arrived he
received from her a maple-leaf, upon which was inscribed a poem announcing their
separation. Without any notice of her intended destination, she had disappeared.
Finding himself thus left behind, reportedly the man sent after her a curse, employing
the gesture known as ama no sakate KD T (lit. “hands [turned] upward [to] the
sky”). All this occurs in Chapter 96 of the Tales of Ise, which has long attracted
attention for its uniqueness among the work’s 125 chapters,’ not only for this
unpleasant episode of curse-casting that it contains, but also for the ominous words
with which it concludes: “‘He’ll soon find out [if curses work],” people said—so the

27

story goes.”’ To explain these actions in the latter part of Chapter 96, behavior

somewhat difficult to accept from someone like the Ise s protagonist, the Shomonsho

commentary provides the following analysis:

HEOENTEIBHT
HECHEAH Y, Nz, —HEEICIE 2R HRED O LT

For the early date of its composition, as well as for the outsized influence it had upon later ages,
the Shomonsho can be characterized as a core text in the Sogi-Sanjonishi school of Ise exegesis,
a document whose analysis is crucial to any understanding of the developmental path such
Sogi-style commentaries would end up taking over the course of history.

Abe Toshiko [ & f22 -, Ise monogatari (ge) Jt25#)7E (F) (Kodansha (Gakujutsu Bunko),
1979), p. 109.

For this and all other English renderings of quotations from Ise monogatari below, including
those excerpts from the monogatari text discussed in the many translated selections from
various commentaries, the translation used is that of Joshua S. Mostow and Royall Tyler, The
Ise Stories (University of Hawai’i Press, 2010). Occasional modifications to the Mostow &
Tyler text have been made at need.

EN
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OVDIFYEINTITRT LT, DA ~LEFAEDTZE~DLHLGIF~
Do SHALARL, DM, HEONIETHRE, IMIFITAL
T FRCTREILTARY, ZOZLbE, {HLEWhd%E, HHb
R EA~TH BB, FICWELTHNZ ) b2 DA ) LERYE
Y, & EWREOEEN, HPEEIE VNS BRI LAl & f L2
L, SLDETHALFEE S, RIELNITNSEREFRDHL,

ama no sakate wo uchite

lifted his hands above his head, fingers stretched skyward
In the old commentaries one finds various [theories]. These are to be rejected.

The Retired Ichijo Regent’s theory cites the episode in which Hikohohodemi-no-

mikoto, in restoring to his elder brother the [latter’s] fishhook, [held it] turned
bottom-upwards (sakate), pronouncing words of malediction. This [parallel] is

indeed appropriate. Regarding the meaning as our school sees it: when diving

fisherwomen (ama) go underwater, they enter upside down (sakasama, i.e. head-

first), hitting (uchite) the waves with their hands as they enter. What this figure of

speech does here is express resentment by comparing the hardship [of such

diving toil] to the man’s own personal feelings. The expression “curse” is used to

convey in words the sharpness of his resentment. Such a manner of writing is the

way of fictional stories. And this, so they say, is a story decidedly meant to be
read with poetic depth. Thus it is that even objects of coarser speech are spoken
of therein with deliberate refinement.

—Shomonshd 96°

¥ Quotations from the Shamonshd are taken from a Tenbun K3 4 (1535) copy of the Bunmei SCH]
9 (1477) text-type, a manuscript in the Katagiri collection, as presented in /se monogatari
kochiishaku korekushon 2: Ise monogatari kikigaki Bunmei 9-nen-bon Shomonsho Sogi-chii
kakiire, Ise monogatari-shé Reizei Tamemitsu-ko PR HERa L7 v a2 (FEWRER]
T SCIVEAR MDA - (FEWRETD 1SR A, ed. Katagiri Yoichi (Izumi Shoin,
2000). Also consulted was a Keichd B#5 12 (1607) copy of the Bunmei 12 (1480) text-type,
likewise from the Katagiri collection, as presented in Katagiri Yoichi, Ise monogatari no kenkyii
(shiryé-hen) FrEREONFSE (&R ) (Meiji Shoin, 1969.1). Throughout this article, in
quotations from the Shomonsho, all phrases marked off with angle brackets < > are found uniquely
in manuscripts reflecting the Bunmei 12 text-type. In all cases, voicing marks added by author.
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Unlike what might be called the more academic approach of the “Retired Ichijo
Regent’s theory”—that is to say, of Ichijo Kaneyoshi—the Shomonsha’s chief interest
lies not in discovering textual sources to be plumbed. Whatever the ama no sakate
gesture might be in point of fact, the Shomonsho interprets it not as an act of curse-
casting, but rather as a metaphor. Identifying it with the gesture made by diving
fisherwomen when, entering the water “upside down,” they hit the waves with
outstretched hands, the commentary understands performance of the gesture itself as a
way of expressing the divers’ bitter lot, one used here by the protagonist to betoken the
cutting bitterness of his own feelings toward the woman abandoning him. As seen in
the above underlined passage, the commentary moreover takes the word “curse” as
merely betokening the expression in language of the man’s “resentment,” thus
continuing the metaphorical reading word-by-word.

The Shomonsho’s interpretation of Chapter 96 continues with the following:

el DIFEZ L
KFEBSPBEB U, 500600 0E0 < B 54,
ADSAHOT T
o, ROGIR DI, SE~E5th, ZOMWITIITEWn
. DS D5NERICIFRVEELZLSFRHHLALLBALST S AITR,
mukutsukeki koto
[...in a gesture to curse her.] Scary!
This thought comes from Narihira himself. The reason for him thinking thus lies
in the depth of his resentment.
hito no noroigoto wa
Does a curse [really work? Does it do nothing?]
Narihira’s own thoughts. In the sharpness of his resentment, various [ideas] run
through his mind. Perhaps he imagines that, because of the weakness of

feminine nature, in the face of such a sharp resentment [the woman] might yield
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out of fear.

—Shomonsho 96

In Kaneyoshi’s commentary, the Ise monogatari Gukensho, the same passage is
glossed “These and the following words are those of the author” (kore yori monogatari
[no] sakusha no kotoba nari Z X VW WiEE# D7), and indeed, even by
contemporary standards the phrase in question—mukutsukeki koto (“Scary!”)—was
more naturally classified as a piece of narrative description. Here in the Shomonsho,
however, it is understood as giving expression to the male protagonist Narihira’s own
deep feelings of love turned to resentment. A similar treatment is given to the chapter’s
final sentence: “Does a curse really work? Does it do nothing? ‘He’ll soon find out,’
people said—so the story goes.” Despite the concluding naru that marks the sentence
as hearsay, as the speculations of others—relayed second-hand—about the ultimate
success or failure of the man’s “curse,” here in the Shomonsho the very same sentence
is understood, again, as serving to present Narihira’s own mental state, his brooding in
a resentment he feels precisely because he loves. Consistently the commentary
interprets the text as if designed primarily to convey the nature of Narihira’s intense
feelings. Nor in this does it rely, as it did in the attempt to make sense of the bizarre
expression ama no sakate, upon the dubious arguments of a sometimes forced logic.

Indeed such an interpretation, however strained it might seem from a modern
standpoint, reflects a certain larger overarching approach, in whose understanding the
text—according to the Shomonsho itself (previous example, in bold)—was above all “to
be read with poetic depth” (yigen ni yomi-nasu). A further, even more succinct
pronouncement on the fundamental nature of Narihira’s character can be found in the
particular exemplar of the Shomonsho used by this article as base-text, a manuscript

reflecting the Bunmei SCH 9 (1477) text-type from the collection of Katagiri Yoichi 1

° Quotations from Ise monogatari Gukenshé are taken from Katagiri Yoichi, Ise monogatari no
kenkyii (shiryo-hen) (v.s.).
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fil#— . There, appended to the commentary entry quoted above, one finds the
following marginal note in katakana, originally from Sogi’s disciple Sochd 7
(1448-1532): “Above all, Narihira is not the sort of person who would cast curses.
Here [this phrase] refers to his deep resentment” (sono ue, Narihira wo noroi nado su
beki hito ni arazu; fukaku uramuru kokoro nari £ FEEY-T ) oA F h ARF A=
JEX, 7H VIR L), In essence, while Narihira would never engage in
something as irreconcilable with “poetic depth” as casting a “curse,” to cast at a woman
words of resentment prompted by the very depth of his love for her—this was entirely
in keeping with Narihira’s character. For the mode of exegesis found in the Shomonsho,
the portrayal of this character possessed by Narihira was a central goal.

An interpretative practice that aims to “read with poetic depth,” in other words, as
noted already by scholars such as Yamamoto Tokurd [LIA<%Ef, Aoki Shizuko ¥ A
#8-7-, and Otani Shunta KK, entails a way of reading that “secks to discover the
meaning hidden within the depths of the story” (Aoki),”” a story which possesses “a
further profound dimension behind it” (Yamamoto)." What results is a method of
interpreting the text against the figure of an idealized Narihira (identified thus as the
male protagonist throughout), one who has been transformed from “Narihira the
amorous to Narihira the merciful” (Aoki),” becoming indeed “an ethical, a moral
Narihira” (Otani).”

This manner of exegesis, a common defining characteristic of Sogi-Sanjonishi-
school commentaries on classical literature, takes the more negative aspects of a
work—elements such as cruelty and vulgarity that fiction, by its very nature, inevitably
includes for their role in human drama—and proceeds by recasting them in idealized
form. Yet while the same phenomenon may also be observed in the school’s lectures on

the Kokinshii 74 4E or on the Tale of Genji," its lectures on the Tales of Ise evince a

' See Aoki 1984.10 (op. cit., note 3), p. 43.

"' See Yamamoto 2001 (op. cit., note 4), p. 284.

"> See Aoki 1984.10 (op. cit., note 3), p. 40.

" See Otani 2006, “Narihira-z6 no henbd: Ise monogatari kytchi-ron” (op. cit., note 4), p. 55.
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particularly strong tendency towards this interpretive practice of “read[ing] with poetic
depth,” most likely because the life therein recounted was that of none other than the
legendary poet Ariwara no Narihira. In the opening section of the Shomonsho

commentary, the Tales of Ise is characterized as a work in the following terms:

=, PFEPERIIEZETL, DORCTFLEM~EL L Lz~ N
WCAMZ, B2 L nk, EROFE~EE-HoOEZN
TV ELHELLLEY LET, W, EEAROFBHZNY,, Frag i UE
Wik L AAF D ~E W, SNTRRYFEOR S I2IEH 6T, EFE—HofEs
M5O BILAhx AR ELREIE T, T 2PN EEwREOMEEL, —
SOFBOEEI BIEREDO L LR AR =, [L.]

As to how [Lady] Ise came to write the text, according to one theory, it was
something offered up to Emperor Uda. Our school however rejects this. Our
school’s stance is that the woman known as Ise put into writing the story of
Narihira’s life as she had recounted it to the Shichijo Empress, within which was
also included material from Narihira’s own writings. As a whole, however, it
should be seen as simply a fictional story, though not one akin to the Tale of Genyi.
The various passages, built on old poems and the like, that she inserted into her
account of Narihira’s life, are all of them [examples of] this fictional writing
technique. Further discussion of the text’s fictional character can be found in the
Retired Ichijo Regent’s commentary. (...)

—Shémonsho, Opening

The Tales of Ise, though it “also included material from Narihira’s own writings,”

was considered to be “a fictional story” giving an “account of Narihira’s life (ichigo —

' See Unno Keisuke ¥ ' 3= 41, Waka wo yomitoku, waka wo tsutaeru: toshé no kotengaku to
Kokin denju Fnik % 5t fiE < il z sz % b & i L 54455 (Bensei Shuppan,
2019), pp. 55-75.
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H#1).”"* Regarding the same Narihira, placed by the Kokinshii’s “Kana Preface” (kana-
Jjo 4 FF) among the Six Immortals of Poetry (Rokkasen 7~#All1), one finds in the
Kobun 51 commentary—Shohaku’s record of Kokinshii lectures given by Sogi over

a period of 14 years, starting in Bunmei 13 (1481)—entries like the following:

TER DY OB liE—
FaeSn BURDIT FADTLRGL 5, SRORE LD b5
oL,

" For Sogi, the protagonist’s “life” (ichigo) was the indispensable structuring framework from
which all attempts to understand the story must proceed. In the Kobun commentary—Shohaku’s
record of Kokinshii lectures given by Sogi over a period of 14 years, starting in Bunmei 13
(1481)—one finds the following discussion of the relationship between a “person’s life” (%ito no
issho N\ —%4) and his “poetry” (uta &), here in reference to the mid-Heian poetess Lady Ise:

TEHhmThRE LAD
FEFTFMUAOE LIHBRE 22 A, ILANF 7o BRThakz x5 L nx, ] XA,
FEPEICE LN TR~ E LIS, Siid, Abe v bbbhdz
B~ L—~97 L7223, HIHEOHEA O S b L7z 2kkICEITZ5 & L2~
THSLM, FFERFEICHEOT D ICEORE L, B THAD—ADF 4[]
THZHLINL B,
tachi-nuwanu kinu kishi hito mo [naki mono wo nani yamahime no nuno sarasu ramuj
[Since they are gone now—] / those who were clad in garments / uncut and unsewn— / [why
should the mountain goddess / persist in bleaching her cloth?]
Rytimon[-ji Temple] was by repute the former abode of a certain immortal (sennin).
Such immortals are said to “[be] clad in garments uncut and unsewn.” ... [This poem] is
moreover said to belong to that period when [the Lady] Ise, forgotten by Nakahira, had
left (the Capital) for the Yamato region. As such, the sense of the poem is a comparison
she draws between her own ceaseless bouts of anguish at another’s indifference and the
kindred toils of this “mountain goddess” in “bleaching her cloth” only for it to go
unused. Due to [Lady] Ise’s tendency to brood over her feelings, many of her poems fall
in the category of personal complaint (shukkai). As a rule, it is said that in learning
about a given person’s life, one will also come to understand his poetry.
—Kobun, vol. 17, Miscellaneous I, poem 926

Likewise, in the Ryddo kikigaki, a commentary on the Kokinshii produced before the Kobun,
and by Sogi himself as a record of lectures by his own teacher T no Tsuneyori 7 #%, one
finds: I SRITHBOE DL LT 5 X LFEICH 2R, ICREDORBIFE
th, ZNOHRLT, MAO—HORLS ZH LY CTHRKOLE LLEZ, (“Because
[Lady] Ise, as seen also in her own waka collection, is always brooding over her feelings, much
of her poetry falls in the category of personal complaint. As it is said, and not in her case alone:
discover the nature of a poet’s life and you will learn the meaning of his poetry”—Ryodo
kikigaki, vol. 17, Miscellaneous I, poem 926).
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LIED 5 {ED—
FOFTZLIZHbRFTD b, BEND LI LOHEY HD X LT,
BERERERR LD Z LFTSREHERLL, LEN VVELTLT,
BBIENDINITEM, ZEERBIZELDOS LARTIRELLNAD,
SEBIL T T REREVWSENR T E L, FHEOIFLZRY, AL Z,

Ariwara no Narihira wa...

[The poetry of] Ariwara no Narihira [tries to express a surfeit of emotion in not

enough words.]"’
Given how deeply he ruminates when [composing] poetry, there are times when
his words are not enough. [The effect then] is deeper than the usual sort of
“lingering sympathy” (y0jo).

shibomeru hana no...

[It resembles] a faded flower [with a lingering fragrance.]
This is a metaphor for situations where words are not quite enough. The
“lingering fragrance” (nioi nokoreru) signifies a “surfeit of emotion.” This is
akin to other [proverbial figures] of few words—“enough for the wise man,”
etc. It is like those cases where emotion is too deep for words to express it fully,
and much is left unsaid. Alternatively, too many words can be called a dearth of
substance, like the critique of being skilled in words but lacking in principles. In
the Way of Poetry this is crucial, and should, it is said, be given reflection.

17
—Kobun, “Kana Preface”

' Here and in other direct excerpts from the text of the Kokin wakashii, the translation used is that
of Helen Craig McCullough, Kokin Wakashii: The First Imperial Anthology of Japanese Poetry
(Stanford, 1985), with occasional modifications (e.g. this line, which she renders as “tries to
express too much content in too few words”). More oblique references to phrases in the
Kokinshii text, however, have not necessarily followed her translation.

' Quotations from the Kobun are taken from “Shiryd shokai: zaidan hojin Maeda Ikutokukai
Sonkeikaku Bunko-z6 Tenbun 15-nen Sojin okugaki ‘Kokin wakashii kikigaki [=Kobun]’ narabi
ni kokanki (honmon-hen)” AT « o (15 A AiT FH 7 T2 R0 ] SRR R ST LA %A
B T ARk R B (R ) I ONTHR DR AS SRR, eds. Hirasawa Gord iR LR,
Kawagami Shin’ichird JI|_t#7—HF, and Ishigami Hidemi 14055 3%, Shido bunko ronshii Y
SCJE AR 22 (1988.3). Voicing marks added by author.
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As a story with roots in the “words” of Narihira, that poet of profound “lingering
sympathy (yojé 431#)” whose “emotion [was] too deep for words to express it fully,”
as indeed a story constructed wholly around Narihira’s own life and poetry, the Tales of
Ise was a work that readers actively sought to “read with poetic depth,” and whose

potential to be thus “read with poetic depth” was by those readers actively assumed.

Analyses Based on “Deeper Meaning”

In Chapter 76, the Nijo Empress (known then as Mother of the Crown Prince)
makes a pilgrimage to one of the tutelary shrines of her natal Fujiwara clan—the shrine
known as Oharano X Jii%F. On this occasion, a certain old man in her retinue (i.e.
Narihira), granted the favor of receiving the customary gift directly from the Empress
herself, presents her with a poem in response. The Shomonsho interprets this poem in

the following way:

KIFERLZ LIZO WL H T 52 F TR0 Z & b B0 Lo
RO Z L LITKBAMEHEDO ZRNDOLZ LIRS _shoxR, B
FAEROMIZTHBIZLERTIE, ZLIFOLBITSOMHELAY 2oL <
HDHBAE NS, BEOMEBHERIEN sth, <ZA LDOYIH,
+—AFOFAEHY, THRETHTEICITICE D, EELBEROE
DELVBI/RIILDEE4,> FOOE,. —FEICEREY L2
b liFna, e LFE WS & T E S,

Ohara ya Oshio no yama mo kyé koso wa kamiyo no koto mo omoiizu rame

Noble Ohara, / where the hill of Oshio / today of all days / surely recalls with
feeling / those times once known to the gods!
As for the phrase kamiyo no koto mo (“[recalls] those times once known to the
gods”): because [the gods] Amaterasu O-mi-kami and Ama-no-koyane-no-
mikoto, being ultimate scions of the dual gods of Yin and Yang, figure in divine

terms the harmony of prince and minister, [the poem] offers that even Mount
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Oshio itself must be looking upon the day’s visit with satisfaction. [The poet]
says this because [the ministerial-lineage Nijo Empress] is the Crown Prince’s
mother. <A ceremony was held [there] on a rabbit-day in early Second Month
and on a rat-day in mid-Eleventh Month. [This custom] began in the first year
of the Ninju era (851), during the reign of Emperor Montoku. It is said that this
ceremony was carried out by an empress of Fujiwara lineage.> The deeper

meaning (shita no kokoro) of the phrase “[recalls] those times once known to

the gods” is as a reference to [the poet’s] past rendezvous with the Nijo

Empress. Here “known to the gods” is a way of communicating “a long time

”

ago.
—Shomonsho 76

After first citing the example of the divinities Amaterasu O-mi-kami K & K fH
and (ultimate ancestor of the Fujiwara clan) Ama-no-koyane-no-mikoto K= AR 2,
whose relationship of harmony has endured unbroken since the age of the gods, the
Shomonsho presents an interpretation of the poem as celebratory, as a verse offered in
commemoration of the pilgrimage thus made by a Fujiwara-born mother of a Crown
Prince (the Nijo Empress Takaiko {5 1) to the tutelary deity of her natal clan. The
commentary then continues with an explanation (underlined) of the poem’s “deeper
meaning” (shita no kokoro T ?.[»)"*—namely, that with the phrase “those times once
known to the gods” Narihira was making reference to his own past tryst with the Nijo
Empress (belonging now to a period similarly remote).

Interpretations in this vein that make appeal to a “deeper meaning” represent an
exegetical method also encountered in Sogi-school commentaries on the Kokinshii such
as the Ryodo kikigaki )% 2% and the Kobun, a method that seeks to explicate the

deeper significance that lies not apparent on the surface of a poem’s diction, but rather

" Other references in the Shamonsha to such shita no kokoro readings are found in commentary
entries to chapters 6, 17, 24, 65, 76, and 101.
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obscured beneath it." What is here advanced as the “deeper meaning” of the “Noble
Ohara” poem is a reading that takes the verse to be a gesture of more than merely
celebratory intent towards the Empress, a reading that sees it as expressing, through
allusions to their one-time affair, the poet’s still wistfully-remembered passion for the
lady. Motivating such an exegetical procedure was an assumption that this in fact was
the true meaning of the poem, albeit one unexpressed on the poem’s surface. This in
turn was most likely itself motivated by an active demand for readings of the Tales of
Ise as the story of the love affair between the narrative’s “old man” (Narihira) and the
Nijo Empress, as sketched out in Chapters 3, 5, and 6.

In a certain light, such an interpretation might seem to arrive at a more universalist
reading, having correctly perceived here the deeper theme of the poet’s love, which the
poetry of love so often opts not to express directly.”’ Yet where the same verse appears
in the Kokinshii—under the headnote “Composed on the day of a visit to Oharano
[Shrine] by the Nijo Empress when she was still known as the Mother of the Crown
Prince” (vol. 17, Miscellaneous I, poem 871, Narihira Ason)—the corresponding
discussion found in the Kobun commentary, which records Kokinshii lectures by Sogi
himself, is in fact quite different. There the “Noble Ohara” poem is, by contrast,
explained as a gesture towards the Empress of celebratory intent wholly, and it is

noteworthy that unlike in the Shomonsho, no further interpretation follows of any

" See Katagiri Y6ichi, Chiisei Kokinshii chiishakusho kaidai 3 15442 IR EAiRE = (Akao
Shobunds, 1981), pp. 270-278.

%" This kind of interpretation continues to find support in even some modern commentaries. Ishida
Joji £ M, for example, in his Shinpan Ise monogatari HhR 5 ¥)7E (Kadokawa Shoten
(Kadokawa Bunko), 1979), translates this poem with the same sense of a romantic context as
seen in the Shomonsho itself. Takeoka Masao 17 [if] 1IE K, by way of contrast, in his work Ise
monogatari zenhyoshaku {FEW)FE42FR (Yabun Shoin, 1987)—where he reviews the
various competing interpretations—argues against such an understanding. It must be noted,
however, that in both cases the scholars have arrived at their interpretations through considered
study of the story’s text, and while scholarly opinion on the proper interpretive approach for Ise
monogatari as a work of fiction is not evenly divided, both schools of thought, even from a
modern point of view, offer interpretations that can be justified. Nonetheless, the idea of
objections being raised to reading the work thus as a story of love was not, in all likelihood, one
that Ise exegesis of the Sogi school ever anticipated.
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“deeper meaning” involving associations of love.

BIFFRLE LIZo s
Aah & RITBIREE & TGO e L THREHRONEESR 5L, =
SREZM, BERFIIRF LTRSS HRNE, ROBERDT
DELELE LD, MEFZHH LI, 2 LIFOLEELEL A LM,
Ohara ya Oshio no yama mo
Noble Ohara, / where the hill of Oshio / [today of all days / surely recalls with
feeling / those times once known to the gods!]
The Sun goddess and Ama-no-koyane-no-mikoto being the gods of Yin and
Yang, here one should think of the bond of harmony these two made during the
age of the gods. The Nijo Empress is of the Fujiwara house. Because [her son]
the Crown Prince will later become Emperor, what this poem conveys is the
hope that this sacred covenant from the age of the gods might never fail. Here
the phrase “the hill of Oshio...surely recalls” is used because the pilgrimage is
one undertaken by the Mother [of the Crown Prince].

—Kobun, vol. 17, Miscellaneous I, poem 871

Moreover, while not made explicit in the Kobun, should one consult the earlier
Ryado kikigaki, Sogi’s record of Kokinshii lectures by his own teacher T6 no Tsuneyori
B %, there one finds it stated definitively that the poem is not to be interpreted as

containing any “sense of love” (koi no kokoro ZR D .Ly):

KiFbexE LIEo b 15 223 MpRoFELBEOHSH )
RO LIk, REKRM, & B BRSO — 40 CRE GO
th, 4, ZE&EFHFICEEEZ L6 TEDDHBRAE, XEEORD )
Y RET, SR, MR MIRERNSHA LAY, BoLiEd
LR T,
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Ohara ya Oshio no yama mo kyo koso wa kamiyo no koto mo omoiizu rame

Noble Ohara, / where the hill of Oshio / today of all days / surely recalls with

feeling / those times once known to the gods!
As for the phrase kamiyo no koto mo (“[recalls] those times once known to the
gods”): Amaterasu O-mi-kami and Kasuga My®jin, being the dual gods of Yin
and Yang, figure in divine terms the harmony of prince and minister. Because in
the given case the son of the [ministerial-lineage] Nijo Empress is himself the
Crown Prince, here too [the issue] is the bond between prince and minister. This
is the reason for the phrase “the hill of Oshio...surely recalls...those times once

known to the gods.” There can be no sense of love here.

—Ryédo kikigaki, vol. 17, Miscellaneous I, poem 871"

The absence, both in the Ryodo kikigaki and in the Kobun, of any interpretation
taking the verse to be a love poem, probably stems from the Kokinshii’s own
assignment of the poem to one of its “Miscellaneous™ (zo ) volumes, as well as from
the fact that likewise in the poem’s preface, no reference is made to the love story
between Narihira and the Nijo Empress as background.” And it is worth noting that
such an exegetical procedure, even from a modern perspective, is a sound one to follow
in interpreting poems found in the Kokinshii. Yet above and beyond this, given the
utmost importance laid in Sogi’s Kokinshii lectures on didactical considerations,” in

analysis of a poem thus identified as embodying “the harmony of prince and minister,”

*' Quotations from the Ryodo kikigaki are taken from the Prince Hachijonomiya Toshihito /\ 457
%51~ autograph text in the Imperial Household Archives, as presented in Chiisei Kokinshii
chiishakusho kaidai 3 (op. cit., note 19). Voicing marks added by author.

The Sogi school’s understanding of the Kokinshii laid great importance upon elements of the
anthology framework, such as prefatory notes (kotobagaki ) to poems and their authorial
attributions. Particularly stressed as fundamental for interpretation was a poem’s placement
within one of the anthology’s thematic subject divisions (budate #B37.), as can be seen in a
number of commentary entries: e.g., budate no kokoro nari 3L DM (Ryédo kikigaki, vol. 13,
Love III, poem 631), budate wo miru koto daiichi no narai nari ¥ 37. % F % 55— DB fh
(ibid., poem 634).

* This didactic style of interpretation in Sogi-school Kokinshii lectures has seen frequent mention

p

N
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there was simply no leeway to accommodate any such “sense of love.” Indeed all
associations here with love were likely actively eschewed.

Nor is this case a unique one. As above with Chapter 76 of the Tales of Ise and
volume 17 of the Kokinshii, while there are several examples of the same poem being
found in both texts, SOgi made a conscious distinction between the two in the manner
of exegesis he employed. Chapter 65 is illustrative. Here, after a certain man (i.e.
Narihira) has been with a woman clearly intended to be understood as the Nijo
Empress, he finds himself plagued by a passion so overwhelming that he seeks divine
assistance in its removal. When in turn his religious offerings also prove to be in vain,
he composes the poem, “That most solemn rite / done beside the cleansing stream / to
purge me of love: / alas, in the end the gods / saw fit to reject it all!” The entry on this

poem in the Shomonsho reads as follows:

BELCEHIZD UINCE LAZ ML D TP HRICT 20k
PR E LA LT IR, w35 Fhdice s th, e, H4ICi3frE
A, SYEEO R, HEICARRLNE D I L, A SARR,

koi seji to mitarashi-gawa ni seshi misogi kami wa ukezu mo narinikeru ka na

That most solemn rite / done beside the cleansing stream / to purge me of love: /
alas, in the end the gods / saw fit to reject it all!
What [the poem] means to say is, seeing as my love has grown only the

stronger, the gods must not have accepted [my prayers]. In the Kokin/shii], this

in previous scholarship as a feature worthy of note. For analyses of its methodology, see the
following rewarding studies: Arai Eizo #7 -2, “Sogi-ryll no Kokinshii chiishaku ni okeru ‘ri
no setsu’ ni tsuite: Kokin denju-shi shikd” 52i&ii O A LRI T 5 THH (oW T
WA ELRE , Bungaku S 47-7 (1979.7); Terashima Shoichi =5 #E—, “Futatsu no
‘inadsedori’: Sogi-ryli Kokin-chii ‘ri no setsu’ no seikaku” -2 [Fgf 5 |« 52k d 41 [ 2
il DOVER&, in Wakashi no kozo Fiik s OFEAH, ed. Shimazu Tadao 55K (Izumi Shoin,
1990), later collected in the same author’s Rengaron no kenkyi 1# ¥ O %% (Izumi Shoin,
1996); Ishigami Hideaki A1##i75 5%, “Gi-chi no rikugi-ron sono ta (chil): Kokin kanjo,
gengoteki shochd hydgen, taiyi riron” HULED A M Z OM () « A HETH - SRERISRIM
Fe8 - (R, Mita kokubun = FHE 3 18 (1993.6).
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poem has been placed in the “love without ever meeting” (awazaru koi)

[subsection]. Many of the poems in this story change in significance when they

are placed in an imperial anthology. The master’s theory is to be accepted.

—Shomonsho 65

Precisely as indicated here by the phrase “[i]n the Kokin/shii], this poem has been
placed in the ‘love without ever meeting’ [subsection],” it is evident from the poem’s
assigned position within Love I, volume 11 of the Kokinshii, that thematically it was
understood to describe a case of “love without ever meeting” (awazaru koi <3478, i.e.
being in love but unable to meet that love’s object). As the anthology presents it,
moreover, neither the poem’s topic nor its author are recorded, and no mention is made
of any connection with either Narihira or the Nijo Empress. Thus it is that as seen
below, in a Kokinshii-lecture commentary like the Kobun, one finds a statement like
“[w]hat prompts such phrasing is a prior history of praying for a chance to meet”—an

interpretation altogether appropriate for a poem of “love without ever meeting”:

BELLHRTS LI
HEWEEICIE, ETHROFM, RICTUITNEROEM, el b7<
MIRLEHIT, BEL LT DT, TNa S~ T TR b A L,
FEEAATLLED N DD,

koi seji to mitarashi-gawa ni

[That most solemn rite / done] beside the cleansing stream / to purge me of love: /
[alas, in the end the gods / saw fit to reject it all!]

In the Tales of Ise, this is a poem [composed] after a meeting has taken place.

Here, however, the poem is in the “love without ever meeting” grouping. In

despair at having no way [to meet], [the poet] prayed to no longer be in love,

yet even this, he finds, the gods seem to have rejected. What prompts such

phrasing is a prior history of praying for a chance to meet.
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—Kobun, vol. 11, Love I, poem 501

Given how in the Tales of Ise, the beginning of Chapter 65 states explicitly that
“[t]his lady came to know (i.e. became intimate with) a man” (kono onna ai-
shiritarikeri Z D &HWEIY 720 1F 1), to read the above “That most solemn rite”
poem as describing a case of “love without ever meeting” entails a contradiction. Yet
not only is it noted by the Shomonshé commentary that “[i]n the Kokin/shii], this poem
has been placed in the ‘love without ever meeting’ [subsection]” (above, underlined),
one finds recognition here even in the Kobun that “[i]n the Tales of Ise, this is a poem
[composed] after a meeting has taken place. Here, however, the poem is in the ‘love
without ever meeting’ grouping.” Unquestionably, for one and the same poem to be
read now as if composed “after meeting,” now as if composed “without ever meeting,”
two very different interpretations would have to be produced. Nonetheless, as in fact
implied in the Shomonsho itself with the remark that “[m]any of the poems in this story
change in significance when they are placed in an imperial anthology,” it was not felt
impossible—at least not by Sogi—that two such contradictory readings should coexist.
Nor does what follows this remark, the conclusion that “[t]he master’s theory is to be
accepted,” envision some ultimate rapprochement (realized through that acceptance) at
a higher level of understanding, some ultimate interpretive sublimation in which all
such contradictions are revealed to be only apparent. More simply it indicates that the
crucial thing in one’s reading (interpretation) is rather to respect such a “change in
significance” between the differing contexts of “this story” (the Tales of Ise) and an
imperial anthology (in this case the Kokinshii). It seems to hint, in other words, at the
central importance of such an exegesis by yomi-nashi, or “reading-as.”

In Chapter 58, a certain man (i.e. Narihira) living in Nagaoka & [if] goes out to
mow his fields, only to be accosted by a group of women in court service currently
staying next door, whereupon he flees back inside to hide himself. These women then

send a poem to him inside, to which he replies in turn.
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HIUTT Y BTN RDIERNLET A ANDERE & E
HIITIT Y LE, HLEREFZHEV TEIDHD, HIITIT D LRICK
DT, HIFNLWSHDOEIZTH L LA L Zh, RAFEE>NINT
EERFEE S,

HETHNTZ2RED I NTEEN0ICb ROT = RRIT Y
BEFSCFHE, HAUTIT D EWDA~LE L 2UE, ZRICRE TR HAT
DL LAY, INTZE IR, T, DEASDREV DD
NELEE, ESCHLBIZOHOEL L0AE, BALRL ELDR
WZHED TEOY, REFTLOFL, HELDOFEO AINIRI b
DEMIXEZENEmbEDOFEERY,

arenikeri aware iku-yo no yado nare ya sumiken hito no otozure mo senu

Why, it’s abandoned! / What a shame! How many years / can the place have stood

/ while its sometime resident / failed ever to return?
Here “abandoned” is a way of alluding to the owner’s absence. This “abandoned”
justifies the following remark of “What a shame! How many years / can the
place have stood?” The final line alludes to Nari<hira>’s disappearing without
the “return” of a reply.

mugura oite aretaru yado no uretaki wa kari ni mo oni no sudaku narikeri

Now a waste of weeds, / this sadly abandoned house / has just one problem: / the

odd demon gathering, / jibber-jabbering away.
In its first line, this poem agrees with the “Why, it’s abandoned!” poem to which
it responds, describing the house as “[n]Jow a waste of weeds...sadly
abandoned.” Here uretaki (“sadly”) is equivalent to urei (mournfulness). Or to
uki (depressed). The meaning here, however, in direct retort to the woman’s
poem, attributes the sadness of his house to its lack of any visitors—beyond the
occasional gathering of demons. The [word] “demon” (oni) refers to the women.
Another example of referring to women thus is [the old poem] “Is it true what I

hear, / that demons dwell / in the black mound / at Adachi-no-hara?”’ (4ddachi-
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no-hara no kurozuka ni oni komoreri to kiku wa makoto ka).

—Shomonsho 58

Seeing the lord of the establishment hide himself like this without even responding
to them, the women affect to believe the house a residence bereft of its owner,
composing a poem calling it “abandoned,” and bemoaning “What a shame! How many
years / can the place have stood...,” all while musing that its resident will probably
never return again. In answer to this “Why, it’s abandoned!” poem, the man thus
targeted composes the “Now a waste of weeds” poem, revenging himself on his
impudent guests by assenting that, indeed, his house would seem to be so abandoned
that even “the odd demon” now gathers there. In terms of making sense of the story,
such an interpretation of the exchange is perfectly sufficient. Yet the “Why, it’s
abandoned!” poem is also anthologized in the Kokinshi, in regards to which one finds
in the Kobun commentary an entry like the following (the Ryodo kikigaki offers a

similar interpretation):

ST D HiTin < o
EHONEANDOEREDHDISRITTS . EZLABITHELONTHTE
Boa& L, REZITHRPD T W IEDERD b AL bIThih,
HE, HOBIC T, ANDOBIZORETZ 5%, FICT D6 LF0 ., £
FANDLZ, LD S E D%, AOLC 2Rk LD 2 ML~
L,

arenikeri aware iku-yo no

Why, it’s abandoned! / What a shame! How many years / [can the place have stood

/ while its sometime resident / failed ever to return?]

The sense here is the surprisingly abandoned appearance of a house belonging
to someone of considerable status, with even the whereabouts of its former

resident now unknown and without the slightest news. Gazing at the onetime
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residence [the poet] feels pity, [wondering]: “How many years / can the place
have stood?” As for the poem’s deeper meaning, the “abandoned” state of the
house expresses a world become corrupt, or the heart of a man become nothing
but desire. The “sometime resident” refers to the heart of virtue that has
disappeared. The sense is one of lamenting a man having lost his own innate
virtue.

—Kobun, vol. 18, Miscellaneous 11, poem 984

In the context of the anthology, the same poem seems to be read quite differently,
and this in more than one sense. Under the above interpretation, the poem gives us a
poet beholding an old aristocratic residence abandoned now to ruin, its decrepitude
growing ever starker through its owner’s years of absence—a sight shown arousing
feelings of pity. Furthermore, on a deeper level, this “abandoned” state of the house is
said to represent the encroachment of “desire” in the heart, while the absence of the
house’s “sometime resident”—who “fail[s] ever to return”—is explained as metaphor
for the loss of one’s “heart of virtue.” Indeed, by the argument of the Kobun, lamenting
the “innate virtue” thus lost is an integral part of the poem’s intended meaning. Wholly
missing, of course, from such an interpretation is the world of the Tales of Ise, and all
its detail of a poetic exchange between Narihira and the women in court service.
Instead we have a poem of pained nostalgia, ostensibly in a style of exceptionally
heavy didactic metaphor.

The Kobun’s motivations for embracing such an interpretation of the “Why, it’s
abandoned!” poem—setting aside the proposed deeper reading’s exegetical
plausibility—resemble those noted in the above examples from Chapters 76 and 65. As
in those cases, the commentary’s analysis hews to the Kokinshii’s own presentation,
respecting both the poem’s assignment to the “Miscellaneous” section and its
appearance there under anonymous authorship, with no recorded topic. Such an

anthology-centric approach stands in sharp contrast to the exegetical method of the
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nearly simultaneously-produced Engoki Jit Ti7C. commentary, which records lectures
on the Kokinshii given by the poet-monk Gyode % (1430-2?) in the year Entoku ZE7E
4 (1492) to the nobleman Fujiwara no Norisuke J#/F 75 #{#. There one finds the world

of the Tales of Ise brought interpretively to bear in an entirely unselfconscious manner:

STV BiIThn < DR L iahe
War R =f, RV RM=3E) 7 A=, Kk, 5 XFE
BFTYIVT AR PIFYF RRIMET RA, 7Y~V ES
gy YW IVINT I UTT TVAME=RT Y, K
(SN SVE SN

LTITHETTVENME) TLEXANDY=FER ) AZI7F VT
LA x IR, bth, RN T T mY, THF R B
RAEVLY bR FI AT, KNE AV EIVTAY IE
SR, R AMEEIEREN AR X b SR =T R 3 A

arenikeri aware iku-yo no yado nare ya

Why, it’s abandoned! / What a shame! How many years / can the place have stood

/ [while its sometime resident / failed ever to return?]
This poem is found in the Tales of Ise. When Narihira was living in a house he
had built in Nagaoka, one day a number of women in the service of [a lady of]
imperial blood gathered there to admire the house’s appearance, calling it
“indeed the work of such a fancy gentleman!” (sukimono no shiwaza ya). One
of the women among those gathered, longing after Narihira in his hiding,
described the house thus as a place “abandoned.” To this, Narihira replied with
the poem:

mugura oite aretaru yado no uretaki wa kari ni mo oni no sudaku narikeri

Now a waste of weeds, / this sadly abandoned house / has just one problem: / the

odd demon gathering, / jibber-jabbering away.

Here uretaki (“sadly”) is equivalent to urei (mournfulness). This is the meaning
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intended. “Demon” here is said of the women. In similar fashion [the old poem]
“Is it true what they say, / that demons dwell / in the black mound / at Adachi-
no-hara?” (Adachi-no-hara no kurozuka ni oni komoreri to iu wa makoto ka)
was also sent to a dwelling-place of women. The sense in which the Middle
Captain [Taira no Kanemori] intended such a poem, moreover, was that of the
line from scripture, “resembling a Bodhisattva on the outside, on the inside like
a Yaksha-demon” (gemen bosatsu ni nite naimen yasha no gotoshi).

—Engoki, vol. 18, Miscellaneous II, poem 984

Sogi’s policy was as follows: in lectures on the Kokinshii, he sought to plumb
those meanings that the Kokinshi itself concealed; in lectures on the Tales of Ise, he
sought to clarify those particular aesthetic qualities that the Tales of Ise offered.” It is

a difference in approach that reveals a difference in what was demanded of the two

** Quotations from the Engoki are taken from Kokinshii Engoki: Tenri toshokan-zé w4 8 4E TLFE
KPR X E A i, eds. Akinaga Kazue Fk 7k —F% and Tanabe Kayo [H3/J{#% (Kasama Shoin,
1978). Voicing marks added by author.

* Though it may go without saying, it is not the case that Sogi-school lectures on the Kokinshii
took no account of the Tales of Ise throughout as a matter of principle. Where prefatory notes
and authorial attributions evidence a relationship with the Tales of Ise text, the connection is
discussed. For example, in the Kobun commentary (vol. 15, Love V, poem 747), one finds a
case of comparison with the Tales of Ise such as the following:

FEO—FEDTNITET DA
TREDHRRD AL,

ADWEEADY T DK
FEWEEITE R L, B2 IE~F2R0 LI EEOIFE I—EXD
~L, ]

a lady who lived in the western wing of [a palace belonging to] the Gojo [Empress]
This is doubtless referring to the Nijo Empress.

on a beautiful moonlit night
This phrase does not appear in the Tales of Ise. Such notes to poems, being additions
made by [Ki no] Tsurayuki, should be considered with particular attention. (...)

On this topic, see Midori Emiko fEBSE 1-, “Sogi to Ise monogatari: Yamaguchi-ki wo chiishin
to shite” 5%k & (FEEE - T OFe) Z2H0 & LT, Josetsu 34 (2007.3), where as part of
an attempt to determine the critical standpoint of the Yamaguchi-ki, there is a consideration of
differences between Sogi-school commentaries on the Ise and on the Kokinshii, with detailed
comparisons of corresponding entries.
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works: from the Kokinshii, didactic metaphor conveying the Way of Morality; and from

the Tales of Ise, a vision of the utmost poetic depth.

Pondering to Find Pathos, Striving to Contemplate Sentiment

In Chapter 7 of the Tales of Ise, a man on his way to the East Country pauses along
the seacoast, at the border between the provinces of Ise {124 and Owari JZiE, to
compose the following poem: “Growing distances / draw behind me, as I go, /
everything I love, / till with a pang of envy / I watch the returning waves.” With its
simple structure, the chapter is reminiscent of an anthologized waka F#K and its
attendant preface. The poem is also plain in its significance, and indeed the Shomonsho
judges that “the meaning is evident” (kokoro arawa nari). Following this verdict,
however, in a seeming contradiction, the same commentary records an exhortation from

authority, instructing that this poem “should nevertheless be read with the deepest care™:

W& S < DR L ZATH I L < b~ D RN
HFHILH B3, RO IEN~Y —~FT 22 /T, Ha/BLb KIEs
o S HRtL, FIEDHIINSNAEY, IIBKT L, HoOLT < H
LR, HEPLBOATAERLEZ, MBS L,

itodoshiku sugiyuku kata no koishiki ni urayamashiku mo kaeru nami ka na

Growing distances / draw behind me, as I go, / everything I love, / till with a pang
of envy / I watch the returning waves.
In this poem the meaning is evident. It describes one who, watching how the
waves ceaselessly approach the shore and then turn back, feels welling up inside
him a longing for [his own return to] the Capital. The style of the poem is deep
in pathos. One should meditate upon it thoroughly. As the master has said,

poems whose concept may seem comparatively simple should nevertheless be

read with the deepest care.

—Shomonshao 7
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Perhaps because its “concept may seem comparatively simple,” the meaning of the

“Growing distances” poem, presented so summarily in the Shomonsha, is discussed

within the Yamaguchi-ki—a commentary on the Ise’s poetry by Sogi’s own hand, based

likely on his Entoku-period (1489-1491) lectures at the court of daimyd Ouchi
Masahiro XN EZFA—in the following terms:

WE S LSBT0 LEIT) 5RF L b~ Dln7e
Kipfe, ZOFESBATDFM, M, EFRFOY LIRT, d< B2,
HOFICE B, WEERLRNLDIEOLEZITIZ, OLAI 72D
HHIZTEDZERDN, FTRT 20 EHE IHD —~FT 22, Felf
TV E DR ED b, BT, I LI 2BAT, 20lH
LT,

itodoshiku sugiyuku kata no koishiki ni urayamashiku mo kaeru nami ka na

Growing distances / draw behind me, as I go, / everything I love, / till with a pang

of envy / I watch the returning waves.
By and large, this poem is what it sounds like. Which is to say, here we see
Narihira, a man condemned to exile, heading for the East Country without any
particular destination. Making his way along a seacoast still strange to his eyes,
he notices how the waves, rearing up in striking flashes of white, dash
themselves against the shore only to immediately again and again turn back.
The way he contemplates in them the uncertainty of his own hour of return to
the Capital is truly a thing of pathos. This concept should be pored over with
care: it is [a poem] that requires a judicious approach.

26

—Yamaguchi-ki 7

*% Quotations from the Yamaguchi-ki are taken from the Tenbun K 3 18 (1549)-date postscript
text, as presented in Tesshinsai bunko: Ise monogatari kochiishaku sokan 3 85075 SCIE (54
WyaE R = (Yagi Shoten, 1989). Voicing marks added by author.

¥ Further examples are: yoku kufii shite omou beshi S < T.9¢ L CE.5~X L (Chapter 2), fukaku
kufii su beshi to zo 57>< TR XL & & (8), yoku kokoro wo yarite kufii su beshi L. < .0>%
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Narihira, the commentary begins, now exiled from the capital, is here en route to
the far-off East Country. At some point mid-journey, along an unknown stretch of
seacoast, he finds himself watching the waves, struck by how after hitting the shore,
they always turn to make their way back. The scene inspires a poem in which Narihira
laments—so the analysis continues—that he, unlike the waves, is without hope of a
return to his own home in the Capital. Step-by-step, it is notable how the commentary
seeks to elucidate here the progress of Narihira’s emotional state. In all likelihood,
however, it was not in such accounts that the chief concern of Sogi’s lectures lay.
Indicative of this is the Shomonshd’s treatment of the “Growing distances” poem
above. Given its sheer interpretive simplicity—per even the Yamaguchi-ki, “[bly and
large, this poem is what it sounds like”—the Shomonsho’s judgement that
“nevertheless” it should be “read with the deepest care” can hardly be a call to decipher
the poem’s basic meaning. The motivating interest here, the element on which the

CLINY

reader is exhorted to “meditate” “thoroughly” with deep “care,” would seem to lie not
in the poem’s significance, but rather in its aspect of pathos (aware).

And indeed, formulations in the manner of “read with the deepest care” that exhort
its audience to a focused contemplation are a notable feature of the Shomonsho
commentary throughout.”’ In comparisons between the various commentary texts that
bear witness to Sogi’s lectures, a number of such commentary-specific characteristics
come to light. While the Yamaguchi-ki, the Shomonsho, and the Socho kikigaki (a
lecture-record by Sogi’s disciple Socho, distinct in content from the S6cho-origin
marginalia of the aforementioned Katagiri Bunmei 9-type Shomonshé text) all certainly
resemble one another, each of them also displays certain unique tendencies of its own.

Among the three, the Yamaguchi-ki provides the most detailed exegesis, yet also stands

somewhat apart, being not only a commentary dedicated to the Ise’s poetry, but one

L0 TLRT L (9), omoi-irite ginmi su beshi LN TV ML (23), kufit su beki to zo
TIF & L2 (45), yoku yoku kufit aru beki nari Y. < —~T. AT & 720 (54), yoku kufii
su beshi 5. < T.FF XU (83), koto ni yoku chinshi kufii su beki nari = =12 5 < LB TIT
X (also 83), chingin seba TEVSH1E (88).
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thought moreover to have been aimed at novices.”® The Shomonsha, in turn, is notable
for its frequent mention of particular aesthetic qualities to be mastered through the
understanding of waka. In contrast the Socho kikigaki, while largely uninterested in
drawing attention to such qualities, is on the other hand enthusiastic about explaining
individual words, and the exegesis of basic poetic meaning. This can be seen in the
following Socho kikigaki entry on the same “Growing distances” poem from Chapter 7.
Only exegesis of the poem’s essential meaning is provided, with no discussion of the
intent behind the poem, or consideration of any aesthetic qualities present in the poem

worthy of mastery.

WE S LT o
ZOPED LETENAY T =L 2BIjH 2 AT, bARREON
DLLREERFTEBLSDIC, IBREL SN DENRE VA
v,

itodoshiku sugiyuku kata no

Growing distances / draw behind me, as I go, / [everything I love, / till with a pang

of envy / I watch the returning waves. |
Seeing how these waves ceaselessly approach the shore and then turn back,
making their way home with so much ease, he considers ruefully how his own
return home to the Capital remains uncertain. This is what leads him to say: “till
with a pang of envy / I watch the returning waves.”

—Séché kikigaki 77

* See the kaidai f## by Yamamoto Tokurd in Tesshinsai bunko: Ise monogatari kochiishaku
sokan 3 (op. cit., note 26), pp. 518-519.

* Quotations from Socho kikigaki are taken from the Kyoto University Department of Japanese
Language and Literature text, as presented in Katagiri Yoichi, Ise monogatari no kenkyi
(shiryo-hen) (op. cit., note 8). Voicing marks added by author.

0 1to Kei %, in his piece “Ise, Genji no shd to kanjin to” [F#4] [JREK] o L @L.O L,
Nihon koten bungakukai kaiho, H A L2323 78-79 (1980.2, 1980.4)—later collected
in his Muromachi jidai wakashi-ron =EHTRERFNHLE G4 (Shintensha, 2005), pp. 420-423—
makes reference to the Shomonsho and Iseisho commentary treatments of Ise 83, explaining in
the following terms how the establishment of seeking to master aware as a reading practice
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Whether such variation between the two commentaries reflects a difference in the
lectures received from Sogi, or derives rather from the different interests of the
respective compilers themselves, remains to be determined. What is clear is that the
approach that guides the Shomonsho aims itself at something beyond such mere
elucidation of the poem’s in-story context.

Commentary entries that go beyond vocabulary-level explication, offering
evaluation of the poem as a whole, have frequently been cited as typifying a certain
“appreciative” (kanshoteki $5 E/17J) stance marking commentaries of the Sogi school as
a group apart from the “older commentaries.” Yet there exists no small gap between
commentary entries of this type—which can be found in various Sdgi-school
commentaries and lecture records—and “appreciation” in the modern sense of the word.
For unlike the modern process of “appreciation,” in which a text-savoring progress
through the story leads at last to some deeper understanding, one whose ultimate
content varies by the reader, in lectures of the Sogi school, the particular aesthetic
qualities to be mastered by “read[ing] with the deepest care” were determined already

in advance. One of these was the sensibility of “poetic pathos” (aware > 134).”

represented the triumph of a particular vision of classical studies:

Both in the Gyoko £ and Nijo 5% poetic traditions, as well as in the world of
commoner and warrior poets and renga masters, there existed a way of reading that
focused on the inherent power and sheer uniqueness of waka, and pursued a deep
meditation upon its sense of aware (“poetic pathos”). Yet even if ultimately this did
become, through the efforts of Sanetaka and others, a systemized medieval poetics, it is
important to understand that the vision of classical studies thereby achieved was in some
respects one alien to the traditions of Kaneyoshi’s own school (p. 422).

The way of looking at things suggested by this observation is useful not only for understanding
the motivations of mid- to late Muromachi-period classical studies, but plausibly also, more
broadly, for understanding Muromachi-period waka as a whole. The argument of this article is
that what the Shomonsho describes as reading “with the deepest care” was not in fact a mindset
to help the reader experience some manner of aware emotion. What reading “with the deepest
care” intended, rather, was a method for the reader to achieve mastery of a certain aware
sensibility. To use a somewhat rougher image, if what the so-called “older commentaries”
(kochit) like Waka chiken shii had hoped to dig up from the Tales of Ise was shards of (alas,
apocryphal) historical fact, what commentaries of the Sogi-Sanjonishi school hoped to unearth
would seem to be instead the artifacts of a particular aesthetic.
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Chapter 2 of the Tuales of Ise concerns a certain man (Narihira) who has become
enamored of a woman of exquisite character living in the west of the Capital. One day,
after a morning return from her residence, thinking of the woman though long hours of
rain, he sends her the poem, “Neither full awake / nor stretched out asleep, I see / night
pass into day, / then watch, until daylight fails, / the rain fall, in thrall to spring.” In the

Socho kikigaki, this poem’s meaning is presented in the following terms:

BEbEIRLET
HHBUT, DAREEINRT, 2<XEDbLIbBEfrbhsERDy L
Lx, M, Qs b, B &b TREHML, U5
EXEOM ETRIRD I LT D5k, WRBD, i dIth 6T,
RO BRNBOIDE2F~T20, BEME AT LT, DT RF
D, ST, 2SHEHEN T, ZLELLTOFIERLNL,

oki mo sezu ne mo sede [yoru wo akashite wa haru no mono to te nagame-

kurashitsu]

Neither full awake / nor stretched out asleep, [I see / night pass into day, / then

watch, until daylight fails, / the rain fall, in thrall to spring.]
According to a certain theory, this describes how [the poet] is neither sleeping at
night as he should, nor waking as he should in the morning. Our school,
however, [takes it to mean] a state of passing the whole night away neither fully
asleep nor awake, only to then watch also the whole day pass by in reverie—"“in
thrall to spring.” Here nagame is not the nagamu that means “compose poetry.”
Rather it unites the nagamu meaning “watch” with the nagame of “long-falling
rain.” There is [in the poet’s words] no logical precision, but rather a reliance on
emotion. This, to wit, is that style of poetry marked by a “surfeit of emotion in
not enough words.”

—Socho kikigaki 2
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Unlike the Socho kikigaki, which first cites “a certain theory” differing from that
of “our school” before it moves on to full exegesis of the poem, the Shomonsho
commentary simply runs through the poem’s meaning in brief. It then, however,
concludes with the statement: “This is Narihira’s style of poetry. The passage preceding
[the poem] should be considered with careful diligence.” This is an instruction to
master the particular aesthetic qualities of the poem. In the Bunmei 12 (1480) version
of the Shomonshé text, one finds appended to this the further remark that “[t]he [effect

of] lingering sentiment is superlative”:”'

BELETHRLETELZ2E2HN L TUIEOWE TRAHDIH LD
DIFEHBD E B, BLDEB R TR EITHN LT, UDIEXED
RO B LIZDHRY, kiChLY, Elt, Shidzo-
MORNLHLbIbNY, ZREVOHOSEM, #iOFE L TR
LCTESNL, MIFHIRT, <REEREH>,

oki mo sezu ne mo sede yoru wo akashite wa haru no mono to te nagame-

kurashitsu

Neither full awake / nor stretched out asleep, I see / night pass into day, / then

watch, until daylight fails, / the rain fall, in thrall to spring.
What this means is passing the whole night away neither fully asleep nor awake,
only to then watch also the whole day pass by in reverie—in the spirit of spring.
This is not the nagamu that means “compose poetry,” but the nagame of “long-

falling rain.” Of course it also includes the nagamu meaning “watch.” This is

*! For several of the phrases from the Shomonshé discussed here that go somewhat beyond direct
exegesis of the story itself (such as “The [effect of] lingering sentiment is superlative” 4% H&
BR& Hh, etc.), there is support only in the Bunmei 12 (1480) text-type of the Shémonsho, and in
the Bunmei 9 (1477) version of the work they are not to be found (the same is true of other
passages in this article set off with angle brackets <>). In this article I treat the both the Bunmei
9 and Bunmei 12 text-types as equally authentic representatives of the Shomonsho commentary,
even where their texts conflict. Yet while I make no issue here of the differences between them,
it might well be possible to understand these changes as in fact characteristic of the process
from which the Bunmei 12 Shomonsho text-type ultimately emerged.
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Narihira’s style of poetry. The passage preceding [the poem] should be

considered with careful diligence. The rain falling is a light rain. <The [effect

of] lingering sentiment is superlative.>

—Shomonsho 2

Here “Narihira’s style of poetry,” it can be assumed, “means a surfeit of emotion
in not enough words” (Shomonsho 4, entry on “Is this not the moon” (¢suki ya aranu)
poem), but regarding the import of the subsequent statement—“The passage preceding
[the poem] should be considered with careful diligence”— there is somewhat less
clarity. By way of contrast, in the Kobun commentary, one finds articulated the
following difference between the interpretation of this “Neither full awake” poem as
within the Tales of Ise and its interpretation when in the Kokinshii, where it also

appears:

BEbEFRuET
BORF, FEMEEIC CIE TR O, RIS TIIRERORH, B& b
T EOPITWRALVO TR, BOOUNIKIZS & £, BOY
ET—, BT, OB, BOEFEIMHTEMEZRLIC, WAUNEL2D
HIRIRAE, TRTEDHIEL LT, B SRRk, AEIZF OO
L, ZEHIIMOSD I b, WoLa T 2 LIz Ez257%
5L, FEWEEIC TR, mICNOFE LD L, FIZEVPTCED
THLMNEDHRL,

oki mo sezu ne mo sede

Neither full awake / nor stretched out asleep, [I see / night pass into day, / then

watch, until daylight fails, / the rain fall, in thrall to spring.]
Regarding this poem, in the Tales of Ise, it is a poem of “love after meeting.” In
this anthology, it is placed in the “love without ever meeting” section. [The first

half of the poem] “Neither full awake...” begins by expressing the situation
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indirectly, then shows the sharpness of the poet’s feelings. [The second half of
the poem] “then watch, until daylight fails...” describes how [the poet]—in
spring, with all its pathos of fading blossoms and birdsong—watches the day
pass by in reverie, remembering the words they exchanged, and filled with
longing only for her. On the surface, there is nowhere any sense of rain. [Yet]
given the mention of rain falling in the prefatory note, some sense of rain is
likely at least being hinted here. [By contrast,] in the Tales of Ise, on the surface
[the poem] is said to be about the rain itself. The meaning [of the poem] thus
undergoes changes, depending on both the manner and the place [of its
appearance].

—Kobun, vol. 13, Love III, poem 616

After specifying how the same poem is to be interpreted differently in different
contexts—understood respectively in the Kokinshii as a poem of “love without ever
meeting,” but as a poem of “love after meeting” in the Tales of Ise—the discussion then
proceeds to consider whether any “sense of rain” (ame no kokoro) is to be detected here
in the word nagame. By the understanding outlined above, while in the Kokinshii such
a “sense of rain” is absent “on the surface (omote ifi),” in the Tales of Ise the “surface”
explicitly includes a “sense of rain.” And indeed such an understanding of the Ise text
is consistent both with commentary found in the Socho kikigaki (“Here nagame is not
the nagamu that means ‘compose poetry.” Rather it unites the nagamu meaning ‘watch’

99y

with the nagame of ‘long-falling rain’”’), as well as with commentary found in the
Shomonsho (“This is not the nagamu that means ‘compose poetry,” but the nagame of
‘long-falling rain.” Of course it also includes the nagamu meaning ‘watch’”). Yet while
it is easy enough to grasp the essential point of this analysis that the Soché kikigaki and
the Shomonsha both share, the motivation behind such an analysis remains nonetheless

unclear.

On the same “Neither full awake” poem, the Yamaguchi-ki commentary contains
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the following entry:

BEHETROETHEH L TUTEOHE TRAHIH LD
BB DR, He, AIZIZESND T, HADTZL I VITLhAE
SNV FHEHY, TENEIFONTHLOLOL LD L, BEHHE
TRHLETLIE, B2 hsr bRl BOnlsLE
SFEM, OB LATKEDHNL T, 023NN LT HEM, &F
DY ETIE, BIIFRWEAT 20, SGR, BORIZE L T AL R 2253
Lo, RDTZDONS~RBONERDETAH, <SORENCLOT
TETEOROBEL BN E O RIEND 50 72 b & Hiels, R A
HRL, Bt ERMEEPNTD R, WIS ILEHIRFHi O &
HANOBPBEOLEEZ LIBHLOATHEKST L,

oki mo sezu ne mo sede yoru wo akashite wa haru no mono to te nagame-

kurashitsu

Neither full awake / nor stretched out asleep, I see / night pass into day, / then

watch, until daylight fails, / the rain fall, in thrall to spring.
In the prose portion of this chapter, it says, “This woman was worthier than
most, for her heart even more than for her looks.” It is only after indirectly
conveying this that the poem appears. What “[n]either full awake / nor stretched
out asleep” means is being neither asleep nor awake. It is a way of describing
[the poet’s] feeling of suffering. The sense is that [the poet], after passing the
whole night in such suffering, also watches the whole day pass by in reverie. “In
thrall to spring” refers to the ceaseless rains that mark the spring season. Spring
here also refers to the way people in general, feeling the pathos of spring,
[often] find themselves thus watching [the hours] pass by. At such a time, when
even normal people are prone to this mood of watching [the hours] pass, the
feelings of a man just returned from a secret meeting with a woman beyond

compare, as he gazes here at a spring rain light enough to be mist as much as
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rain—they must be something truly superlative. [The phrase nagame-
kurashitsu] contains both the nagamu meaning “watch” and the nagame of
“long-falling rain.” In this poem, the pathos of the season and the man’s own
deep feelings are both eminently worth careful pondering and meditation.

—Yamaguchi-ki 2

Here the commentary’s explanation is particularly fulsome: “At such a time, when
even normal people are prone to this mood of watching [the hours] pass, the feelings of
a man just returned from a secret meeting with a woman beyond compare, as he gazes
here at a spring rain light enough to be mist as much as rain—they must be something
truly superlative.” At a time of year when “even normal people” (emphasis added) are
prey to such sharp sentiments, the state of the poet, all the more after a tryst with “a
woman beyond compare,” is one of “being neither asleep nor awake”—a phrase the
commentary glosses as “describing [the poet’s] feeling of suffering.” The picture of
him sunk thus in thought, against the backdrop of a light-falling rain akin to mist,
arouses in the reader a supreme sense of poetic pathos, one blending together “the
pathos of the season and the man’s own deep feelings.” Per its appearance in the Tales
of Ise, interpretation of the poem in such a vein was no doubt expected, and it is likely
that, in their own exegeses of the same poem, what kindred /se commentaries like the
Socho kikigaki and the Shomonsho sought to encourage above all was a reading along
lines similar to these.

The basis for this detailed interpretation in the Yamaguchi-ki was probably the
above-cited sentence “[t]his woman was worthier than most, for her heart even more
than for her looks,” found only in the 7ales of Ise and not in the Kokinshii. (The
Shomonsho’s entry on this sentence reads: “[She] was a remarkable woman (i.e.
especially compared to others). Being a person of such character, it was only natural,
one is to understand, that Narihira should become so taken with her.””) As such, when

the Shomonsho alerted the reader that “[t]he passage preceding [the poem] should be
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considered with careful diligence,” one can reasonably infer that it hoped to evoke a
similar understanding. And should the interpretation thus discovered seem
insufficiently explained in so many words, this was simply “Narihira’s style of poetry.”
Indeed its very under-specificity won praise as “superlative” in the “[effect of] lingering
sentiment” it produced.”

This “lingering sentiment” (vojo 4%1%), in turn, was another aesthetic quality the
Shomonsho found in the Tales of Ise. What the Shomonsho intended by yojo was, per
the word’s roots—“‘remaning (yo 4%)” and “feeling” (jo {i)—a certain rich emotional
quality hovering outside the actual words of a text, a depth of feeling not openly
expressed. From time to time, this was the chief element the commentary would urge
readers to master through “diligence” (kufii shite 1.5 L C —by considering it from
various angles. (Of course, as the commentary treatment of Chapter 9 examined below
makes abundantly clear—in remarks like “with poetic pathos (aware) throughout” or
“has indeed an effect of lingering sentiment (y0jo)”—mno strict distinction was made
between the concepts of aware and yojo. Nor is it the goal of this article to discover
some essential distinction between them. What is emphasized here, rather, is the way
terms such as yiigen ¥ (“poetic depth”), aware (“pathos™), and yojé ari (“with
lingering sentiment”) came to serve instead as markers, indicating precisely where
readers might find in the 7ales of Ise those particular aesthetic qualities they were
tasked to seek.)

In the case of Chapter 9, regarding the description of one midpoint stage on the
protagonist’s journey to the East Country, and a poem he composes on that occasion—
“If your name be true, / then I will ask you something. / Say, Capital birds, / of the one
who has my heart: / does she live or has she died?”—the Shomonsho offers the

following commentary:

% In Otani Shunta’s article “Yojo to rinri to: Ise monogatari kyiichii-ron yoteki” (op. cit., note 4),
his analysis of the relevant commentary entries in the Iseisho and Socho kikigaki leads him to a
different explanation for Ise 2 coming to be read as a story of “lingering sympathy” than that
offered here.
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KRIp D& Y
FETHATOHR, ZSICbEELT, LI HRT HIETT. EHEICWE
V. BITELS 2 DI, FERKITH Y, W2 D7=h T, e Y@<~
Rleblef e B b SIC KRR M EELTILH L, BTN
Shb b, TRI~L, <fEHLZ~L, > []

B LBIEYNWSZ L LIFARBEHEB L SALH DO L0
PERFHITR, S LE LB DEDOPITRRD)NHY Lk, B NYR
ML TOWO, E2ILBAEZKHLEFAICNDELE, HHFOLIZIDT
REFH &, "ED LREBREFLIL,

oki naru kawa ari

there was a large river
This is the manner of Narihira’s travels: neither stopping here nor resting there,
as he reaches provinces ever more distant, the Capital grows ever more remote,
until here the great river marks a point of climax. His thoughts are about how,
after crossing this river, he will find himself yet farther away. There is thus a
certain significance in the choice of phrasing “a large river.” The language in
what follows is [laden] with poetic pathos throughout. One should be diligent [in
trying to understand it]. <[The passage] has indeed [an effect of] lingering
sentiment.> (...)

na ni shi owaba iza koto towan miyako-dori ware omou hito wa ari ya nashi ya to

If your name be true, / then I will ask you something. / Say, Capital birds, / of the

one who has my heart: / does she live or has she died?
For this poem, everything starting with “there was a large river on the border
between [the provinces of] Musashi and Shimdsa”—from the description of
“everyone being taken with melancholy,” up to the moment when “there
happened to be some white birds...,” etc.—everything in this passage should be
seen as contributing to the meaning of this poem. There is a truly superlative

[effect of] lingering sentiment.
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—Shomonsho 9

The phrase “a large river” is more than a mere factual reference to a river of great
size; it is also an expression that reflects the poet’s own feelings about so quickly
“find[ing] himself yet farther away”—a metaphor, that is, for the sentiments the river
inspires in him. The reader is directed, the commentary explains, to ponder carefully
the emotions of travel-weariness and homesickness that the story relates in the passage
running from “on the border between [the provinces of] Musashi and Shimdsa” to “at
that moment there happened to be some white birds,” all of which “should be seen as
contributing to” the subsequent “If your name be true” poem. Waka, in order words, are
the embodiment of the story’s essence, while it is the story’s own language that
produces effects of “lingering sentiment.” This is why expressions found in the Tales of
Ise were to be taken metaphorically, with the work being understood as everywhere
every bit this abrim with aesthetic interest. For indeed: whether it be the aware (poetic
pathos) noted by the Shomonsho in the case of Chapter 7 as worthy of “be[ing] read
with the deepest care,” or the yojo (lingering sentiment) mentioned in regard to
Chapters 2 and 9 as requiring mastery though attentive reader “diligence” (kufii shite),
in either case it was this discovery in the work of such sensibilities or aesthetic
qualities—expressed not directly in the text but adumbrated beyond it—and moreover
this vision of the work as a text in fact so endowed that, together, would come to at
length define the act of “reading” the Tales of Ise. This is what was intended by the

method described as: “read[ing] with poetic depth.”

Waka as Source of Moral Instruction

Chapter 88 of the Tales of Ise, a short chapter, records how one night, when a man
“no longer that young” had gathered with some friends to watch the moon, one of those
present (the man, i.e. Narihira) composed the following waka: “On balance I see / no

reason to praise the moon: / yes, there’s the one / who comes round and round again /
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month by month to make us old.” For the poem, the Shomonsho supplies the following

commentary entry:

KWIZITHZBDTLINEZDODOBIUIADE LK E D

PEASCF, RILOAR &I, KR b, LadTwhEs, +o
Wzt N\ & Bk, BEZBOREZS0ChHbh, HEbdTLE
I HEHICDASEOAD,, fiIcTh, I EAL T HEED S
LD%EZTZD OOHIuUR, kL5 EBL 0L T, HZHHT
LeEwanth, Wi, 2FOFITTTINEDIICR, TAICLAD, £
Z LW EIE, A OEMDITLIZEHLEZE,

okata wa tsuki wo mo medeji kore zo kono tsumoreba hito no oi to naru mono

On balance I see / no reason to praise the moon: / yes, there’s the one / who comes

round and round again / month by month to make us old.
To begin with, the meaning of the first line [“On balance I see” (okata wa)] is
probably difficult to grasp. Likely the sense is one of “broadly speaking,” or to
put it more explicitly, of “letting seven or eight things stand for ten in all.” What
it indicates is [the poet] reflecting on his personal circumstances. The expression
“I see / no reason to praise the moon” (tsuki wo mo medeji) is here employed
impromptu, as [the poet] himself turns to face the moon. Seeing the old man he
is now, he thinks back over how often he has committed the same spiritual
error: becoming so enthralled with something—whatever it was in the particular
case—that eventually he lost sight of himself. This is why he says here “I see /
no reason to praise the moon.” Among Narihira’s works, this poem is

particularly good. It is also found in the Kokinshii. By meditating deeply upon

this [poem], it is said, people can find in it a source of moral instruction.

—Shomonsho 88



A Story to be Read Poetically (Unno Keisuke)

After explaining the poem’s meaning, the commentary goes beyond analysis of the
text itself, offering that “[b]y meditating deeply upon this [poem], it is said, people can
find in it a source of moral instruction.” Thus is the exegesis extended to moral
exhortation, addressing itself moreover not only to those studying the work and its
poetry on their own, but also to those using the commentary to give lectures on the
text, as well as those listening to such lectures. The particular phrase “a source of moral
instruction” (kyokai no hashi ZHi D 1% L, lit. “starting-point (hashi ¥ii) of moral
instruction”) is taken from the Kokinshii’s so-called “Mana Preface” (mana-jo B.4, )
written in Sino-Japanese. Is it also a phrase that indicates succinctly the essential
character of Sogi-school lectures as a whole. Indeed, in the Kobun commentary’s
treatment of the Kokinshii’s “Kana Preface,” one can find language similar to that used

in Shomonsho 88:

BRIz SThrhAH
[] AABONSROBOLD R 6T W) Fa L, FoE, FHiE#
D= Y, WEREHADERIZE DL DHRIITH L0067, Ltttk
SO, HalboNgiEd, []

oyoso mukusa ni wakaren koto

In general, [it seems impossible] to divide [Japanese poetry] into six categories.
(...) Broadly speaking, none of the Six Styles (rikugi) is useless to the art of

government. The Way of Poetry has [from] ancient times been a source of moral

instruction. Certainly it is [about] more than merely how one’s eyes and ears are
struck by blossoms and birdsong, by wind and moonlight. Indeed, it is the Way
used for governing the world, and for keeping rule of oneself. (...)

—Kobun, “Kana Preface”

[ AESRPYNES
AHZVASDAANDHIEFO L D EBRDO A2 th, BABIELEWA~EH, FF
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Rt L DB T, FEOE- D0 L B, EOFNC, SofithEic
DELNADITHYENY,

kono hoka no hitobito

[We hear of many] others (...) [but they accept anything at all as a poem,
apparently because they fail to understand the true nature of poetry.]
This refers to people coming after the era of the six figures discussed above.

Despite how many poets there were, they were concerned only with poetic

composition, and were indeed ignorant about [poetry] being a Way of moral

instruction. [These people] are the same as those [mentioned] in an earlier
passage as “valu[ing] outward show (iro ni tsuki).”

—Kobun, “Kana Preface”

“The Way of Poetry” was, in other words, more than merely a Way of Elegance,
concerned with “how one’s eyes and ears are struck by blossoms and birdsong, by wind
and moonlight.” It was also a Way of “moral instruction” to be used “for governing the
world, and for keeping rule of oneself.” Such an understanding, however, encountered
difficulties with another passage in the same “Kana Preface,” an account of how the
Kokinshii itself came to be compiled by the order of Emperor Daigo [£hl: “He
concerns himself with many matters (i.e. such as poetry) when his innumerable state
duties allow him leisure.” The association here between poetry and expressions like
itoma W& (“leisure”) or amari 43 V) (“[extra time] when...”) was directly in conflict
with the description of waka as “a source of moral instruction.” As such, these
expressions were not to be understood in accordance with their literal meaning.
Attempts were made to provide exegetical resolution on this point, for example in the

following entry from the Kobun:

kA0 BEE LTV EE
i, THEORK, HEOHEV LHV, LrbiE, ShEIZEEoITL
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VA DITIEN TR DT R,
Br, HEEPROTELEDHNSICH LT, BO¥EN, BOEESD
RECWNZ Y TR, RO L WSICZRENE S5, 178
PP EWSNT L RDHL, W&, —fEofsd, Wwroox, &
EAO0FEAETTELESRMIC, FFEEXZ BB Z LIES L nith, Xxs,
FHIFHEOPRWM, FHIBOAMLENSENRTE L, SLHTY THBIRS
FEDHBEVWSREZH LT, CHEOLEBEITTSENSL, L
SIE, BEWA~LHFICFHED L, RIRICHEZ HODIRSEHE
BELDTILARDRL, HEALTDINEFLZVSEM,

yorozu no matsurigoto wo kikoshimesu itoma

[He concerns himself with many matters] when his innumerable state duties allow

him leisure.
The objection is raised: [Regarding the place of poetry] here it speaks of
moments of leisure amidst innumerable affairs, of time left over from various
other matters. As such, would it not be incorrect to call the Way of Poetry a
source of moral instruction?
To this the reply is: The Way of Poetry is not necessarily the work of governance
in its fullness. It is rather a supplementary office within the work of governance.
In times when the Way of Governance is without disturbance, there is indeed no
need to make poetry serve [moral] teaching. This is precisely like what is meant
by the saying, “Whatever energy your deeds may spare, be it turned to your
study of letters.” This exchange is more or less correct. Here in this preface the
meaning is that, because the Prince does not fail to concern himself with all
kinds of matters, [among these] he also works to advance the Way of Poetry. It
is said moreover that poetry is the wellspring of the various arts. This is like
what is meant when poetry is called [another] name for governance. And one
should understand “governance” as referring to more than merely the sum of

various actions taken. Indeed “the performance of governance” is an apt way of
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describing a virtuous heart. It is therefore that the Way of Poetry can be seen as
standing within what is meant by “governance.” As such, this passage should
rather be taken in the sense of [the Emperor] having thought, in his moments of
leisure, that this anthology was something he should undertake. It [explains] the
very reason such an anthology ever came to be compiled.

—Kobun, “Kana Preface”

Qualifying poetry as “a supplementary office within the work of governance,”
taking the phrase in question to mean merely that “because the Prince does not fail to
concern himself with all kinds of matters, [among these] he also works to advance the
Way of Poetry,” arguing that “one should understand ‘governance’ as referring to more
than merely the sum of various actions taken”—such exegeses have a somewhat
strained quality, not least from the standpoint of logic. Nonetheless, by affirming the
binding connection between the Ways of Poetry and Governance, they do serve to
articulate the idea that the Way of Poetry in fact “stand[s] within what is meant by
‘governance.’” It might even be said that this understanding, taking waka poetry for a
form of moral instruction in the Way of Governance, was precisely what made the act
of interpreting waka meaningful. The same held true, if not in every case to the same
degree, for those waka the Tales of Ise contained.

As we have seen already, for waka in the Kokinshii and waka in the Tales of Ise,
even in cases where the same poem appeared in both texts, exegesis proceeded
respectively in pursuit of distinct visions of the Kokinshii or the Ise ideal. Seen from
another angle, however, while Kokinshii and Ise exegesis might differ as to goals, with
both works the ultimate imagined aim of achieving deeper understanding was shared:
one’s mastery in either case of the same particular body of moral teaching.

Elsewhere in the Shomonsha, too, passages conveying “moral instruction” as seen
above in the case of Chapter 88 are encountered with some frequency. In its

commentary on Chapter 65, for example, regarding the poem “Harvests seafolk reap /
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harbor among the tangle / specter shrimp: so I, / weeping, mourn my misfortune, / yet

hold none but me to blame” one finds the following exegesis:

HEDOMPLETLIROENBITEE ZZ 20D A TR T
AR, DMEREND ERE IO EIL D DAL E B,
o b E VST, LEONF L, F b 2 L BT E s AU
FICAZ AR LB ST R L, ARIBRIDHIE, o kb,
gtz s sw, FrBste s b, Kz Eh T ATESE
Fer, <MZbFLrERL, IS5 LE LHD0L, EdH Tk
Zprth, >

ama no karu mo ni sumu mushi no ware kara ni ne wo koso nakame yo wo ba

uramiji
Harvests seafolk reap / harbor among the tangle / specter shrimp: so I, / weeping,
mourn my misfortune, / yet hold none but me to blame.
The first half of the poem (kami no ku) serves as a preface (jo). The significance
[of the poem] lies entirely in [the latter part] “so I, / weeping, mourn my

misfortune, / yet hold none but me to blame.” This phrase ware kara (here

translated “so 1,” /iz. “from myself”) expresses the very core of the Way. If one

focuses on those arecas where it is clear that [blame derives] “from oneself”

(ware kara), then indeed one will no longer think of others or of the world at

large with reproach. Not resenting other people is the fullest expression of

harmony. And harmony is a means for governing the world, for governing

oneself. It is said that when thinking of others, it does well to remember this

poem. <The sentiment of this woman’s poem, the way she resolves, in self-
reflection, to no longer resent the world, is something truly commendable.>

—Shomonsho 65
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Here the passage about “the very core of the Way,” with its call for a practice of
self-governance built around the concept of “harmony” (wa F11), is a foray into pure
moral instruction, one that arguably contributes nothing to interpretation of the poem in
the strict sense. Elsewhere in the Shomonsho, in the case of Chapter 124, baldly self-
contradictory as it might seem for a commentary to suggest, we can even find a refusal
to interpret being characterized as expressing the “core” of “the various different

Schools and Ways.”

BLSEZEWETELZ NICRADRZIFRIZOE LE A LT
LTI EE Z00EAENE_L, HECHEA#HH Y, LiE—UR
Az, <#FEZWIZZD0, HFOOBEARLSL, BEEE, (T HEE
ANEERSSFEDB A, BEIZ, WIETERZSICE DD B, TRZE, T
Rk, >

omou koto iwade zo tada ni yaminu beki ware ni hitoshiki hito shi nakereba
What is in my heart— / no, I shall leave it unsaid / now and forever. / There is
simply no one else, / anywhere, at all like me.
Needless citation of broader principles here is something better avoided. In the
older commentaries one finds various theories. Our school rejects all of them.

<The core principle lies rather in the meaning not being made explicit. Attempts

to discover here anything from the various different Schools and Ways would

only be shallow. With the poem having itself stated “no, I shall leave it unsaid,”
to offer any more detailed theories would, so it is said, be inappropriate.>

—Shomonsho 124

A code of moral instruction to be mastered through the understanding of poetry—
in lectures of the Sogi school this was the most important thing, this was “the very core
of the Way.” Further evidence of this can be seen in the case of Chapter 102, regarding

a man who, per the text, “may not have been much of a poet, but [] knew all about



A Story to be Read Poetically (Unno Keisuke)

173

love.” The commentary begins by explaining that ““may not have been much of a poet’
is said in self-deprecation,” or in order words, that the expression was one of modesty,
the man in question being quite the poet indeed. It then, however, continues as seen

below:

BREZHVITY, HILESVInEHPZEOLY7ZYITY,
FLEDLFRTH, HEEALLIC, HELFANT HOZ L3V %
BHLOLLONEZ L SR, FLEANTELE S 53S0,

mukashi otoko arikeri. uta wa yomazarikeredo yo no naka wo omoi-shiritarikeri.

Back then there was this man. He may not have been much of a poet, but he knew
all about love (/it. about yo no naka, “the world”).
Here “may not have been much of a poet” is said in self-deprecation. From this

way of speaking, it can be seen that those who compose poetry are to know and

understand the ways of the world. The meaning is that those who compose

poetry should cultivate [this] as the most important thing.

—Shomonsho 102

This passage about “those who compose poetry” (i.e. poets) concludes with a
statement that takes “the ways of the world” to be the most important thing. As such, it
was another requirement of poets that they become people well-versed in these ways,
as well as skilled in the manners of social comportment. Similarly in discussion of
Chapter 114, where the protagonist’s poetic allusion to his own advanced years offends

the ears of his similarly-aged sovereign:

AL LN ITY
BERRE, BIP L AEARICE LETIC LT, R R, I, Foki®
I D OENET N EFW, BHEOHEDOHRR G, i Sl a
L, BEOE LAY, (]
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mi-keshiki ashikarikeri.

[The Emperor’s] visage betrayed displeasure.
This is because at the time, the Emperor himself was already fifty-seven years
old. It was the second year of the Ninna era (886). In all things, the fact is that
one should be circumspect, ever weighing the hue of the occasion. The Way of

Elegance is not to be one’s only concern—there are also matters such as social

comportment. This is an excellent teaching. (...)

—Shomonsho 114

This mode of commentary, with its privileging of moral instruction, might well
seem at first incompatible with other commentary passages examined above that
encourage the mastery of aware (“pathos”) or yojo (“lingering sympathy”), but for Sogi
these two objectives were not incommensurate.” As seen in the examples below, in
commentaries recording Sogi-school lectures on the Kokinshii such as the Ryodo
kikigaki or the Kobun, one can find formulations such as “it is [a work] of sincerity
(shojiki 1ETH.), and moreover profound in its poetic pathos (aware),” or even “[o]ne
should always prefer meanings of sincerity (shgjiki) or poetic depth (yiigen)”—clear
indications that the concepts of aware and yiigen on the one hand, and shdjiki on the

other, were fully capable of juxtaposition.

LDOSOHDIENH—~&
REICIHITHRM, 7oL ENICHOEDIZHD, RI—~FDFLRED
ETATDMFEEAL, B AOREE~NL s, B, EEET—

» Compared to the earlier Shomonshé, Ryado kikigaki, or Kobun, in subsequent works of exegesis
like the Iseisho (Sanjonishi Sanetaka lecturing, recorded by Kiyohara Nobukata j75)5 & &) and
the Denshinsho fr 0> ¥V (a Kokinshii commentary, Sanjonishi Saneki — 4% 7 £ ££ lecturing,
recorded by Hosokawa Ytsai #ll JI| 144 77), the didactic context and terminology within which
literary texts like the Ise or the Kokinshii are analyzed has become much clearer. One observes
in such later commentaries a much stronger sense of lectures on these works as vehicles,
essentially, for expounding upon the Way of Governance, or the Way of Morality.
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fnfar, Hols, EEEICLTLOBESNL,

shinonome no hogara-hogara to

When brightly, brightly, / the first light of a new day / [appears in the sky, / with

what feelings of sadness / we don our separate robes!]
This describes a gradual lightening of the sky. One is to imagine, after a first
night spent unexpectedly together, that very hour when, little by little, the voices
of birds and such begin to be heard. The image of the second verse, it is said, is
particularly worthy of consideration. According to one theory, it is a poem by
the Engi Emperor, though this is doubtful. As for the meaning, it is [a work] of

sincerity (shojiki), and moreover profound in its poetic pathos (aware).

—Kobun, vol. 13, Love III, poem 637

BMLEIZDORTCELAE EFORITLRLENLDAICRFES A
ZEFE, EELAEVSIIMNT, b EIEOSITREY, ShEb,
RLEMMNOLDLZIZRT S VEWVWSRL, T ~E, ORISR
Enn~pt, BFo0EINRIEIT LT, REMETORITRLS AL
T <, O D DRI TR L B, T2 S IEELS XI55
rrbH L,

koishiki ni wabite tamashii madoinaba munashiki kara no na ni ya nokoran

If, distraught by love, / my spirit should wander off, / leaving a cold corpse, /

might people say that I died / because I had yearned in vain?
In terms of the [poem’s] language, in line with the word “spirit” (tamashii),
there is a continuation with the word “corpse” (kara). However, what [the
poem] means to say is rather: “might a rumor arise [that I died] because of (/it.)
something that was in vain (munashiki mono kara)?” The sense is, for example,
something like “because of something that was fruitless” (kai naki mono kara).
[The poet] laments that even after he is gone, it might well be that all anyone

talks about is how his feelings for the one he loved came to naught. To
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understand “corpse” (/it. “shell”) here as that of a cicada, etc., would lack poetic

depth (yiigen). One should always prefer meanings of sincerity (shojiki) or

poetic depth (yiigen).

—Ryaddo kikigaki, vol. 12, Love II, poem 571

In particular this concept of shgjiki (“sincerity”, lit. “upright directness”), as seen
in the Kobun’s formulation—"“The Kokin/[shii], in a single word, is sincerity”—was
taken to be the fundamental meaning of the Kokinshii as a whole. It was an ideal that
poets should “attend carefully to” and “cultivate.” At the same time, as seen in the
phrase “[a]s all earth under heaven should be ruled with sincerity,” it was also key to

the Way of Rule, being indeed equivalent to the Way of Morality itself.

R
[] X=, A ZFHRIEES, EZAME SEHACHLT, Pl
. RIERHE T PR, fhiii s, B EEREOA OO0, H
DEESFANEL, ERZRMm, EZIEXYWOL M, WEIIEEA
Tz, RESIEEICTRNL, #FbEEA A Fh, BEFAH L
e ULE=Fi, HAHA LA~ MlnekEHD~L— []

“Kokin ni-ji” no koto

Regarding “the Kokin/shii] in two characters”

(...) It is also said that the Kokin/shii], in a single word, is sincerity (lit. “in two

characters,” i.e. shajiki 1EJH. < sho 1F “uprightness” and jiki [E. “directness”).
“Uprightness” (sho) is the nature inherent, and lies beyond the reach of
language [to explain]. Center yet not center, the sun in truly being center names
unboundedness; curved yet not curved, the sun direct and upright is the Heart of
the Great Goddess Amaterasu. The study of that Heart is directness (jiki) itself.
[And] indeed this is the spirit of our country. “Directness” proceeds from

uprightness. This anthology is the embodiment of “sincerity” (i.e. “upright
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directness™). As all earth under heaven should be ruled with sincerity, so also

should sincerity be cultivated in poetry. Poets should attend carefully to this

above all. This concludes the Three Theories. Other theories besides these exist,
but they are to be transmitted directly, in accordance with the rites. (...)

—~Kobun, vol. 1, Opening

More generally speaking, as the Kobun puts it in commentary on the Kokinshii’s

2 .

“Kana preface,” “to understand the nature of poetry” (uta no sama wo shifru] #DE
% JN[ 5]) was nothing less than “possessing both the flowers of the Way of Poetry as
well as its fruits, and knowing the right style as well as the right path” (kado no ka-jitsu
16 ai-gushi, shofit shoro t6 wo shiru FFEDOEFEGEME L, EREK%EZ L 5).
Thus as seen above, regarding the poem in Chapter 88 of the Tales of Ise, we found it

stated in the Shomonsho that: “Among Narihira’s works, this poem is particularly good.

It is also found in the Kokinshii. By meditating deeply upon this [poem], it is said,

people can find in it a source of moral instruction.” For waka, in other words, there

existed the assumption—so fundamental as to require no mention—that poems of a
particular quality naturally possessed, and in equal measure, both beauty in their

language and in their content, moral instruction.
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Conclusion

The characterization of the Tales of Ise as “decidedly meant to be read with poetic
depth” (Shomonsho 96) is decidedly a striking one. Yet the phrase does succinctly
indicate the manner of exegesis we see applied to the work in Sogi’s lectures. The
behavior of the male protagonist (Narihira) was to be understood as proceeding from
mercy, suffused deeply by considerations of morality, while his poetry, being the
product of such a soul, was to be understood as likewise embodying the profundity of
his sentiments. And above all it was “lingering sympathy” (yojo) that was seen as
characterizing Narihira’s poetry, with its “surfeit of emotion in not enough words”
(Shomonshé 4, entry on “Is this not the moon” (tsuki ya aranu) poem). Reading the
Tales of Ise, therefore, was an exercise in mastering this sense of lingering sympathy in
all its pathos, towards which end one meditated, thoroughly, upon the language
reflecting such surfeits of sentiment, poring over it with the deepest care. (One might
add that, for its extensive pronouncements on proper practice in such “reading-as,” the
Shomonshé commentary gives the impression of being particularly close to the
interpretive ideal of Sogi’s lectures.)

Moreover, in any deeper contemplation of the story’s poetry and prose for their
riches of “lingering sentiment,” the reader would come also to contemplate the moral
teachings to which these ultimately led. In other words, such “reading-as” (yomi-nashi)
of the story was in pursuit of more than the Way of Elegance. It was also a means of
mastering—and in itself a means of performing—certain teachings on morality, the
Way encompassing all other Ways. Indeed, the Muromachi-period recognition of
lectures on monogatari narrative and waka poetry as endeavors of serious scholarship
was itself possible only because such lectures doubled as sermons for expounding this
Way of Morality, only because the monogatari and waka discussed in such lectures
were found, successfully, to contain allegories in this direction.

For its grounding in Confucian principles, this tendency towards an exegetical

didacticism has seen frequent emphasis in studies of Sdgi-Sanjonishi-school
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commentary, often with attention to the ostensible foreignness of such an approach to
the Heian classics concerned, above all in its penchant for moralizing, or in its rejection
of the iro-gonomi {4} 7 figure. Set properly in its Muromachi-era context, however,
amid contemporary intersections between waka poetics and moral philosophy, indeed
between waka poetics and political philosophy, the idea of literature as a vehicle for
allegorical suasion (fityu JElGf1) was in fact quite unlikely to strike anyone as very
unusual.® In such a light, it is clear that studies of S6gi-Sanjonishi-school lectures will
remain incapable of grasping fully the unique character of their exegesis, until such
time as more satisfactory account is taken first of these larger trends in Muromachi-

period literature, in the thick of which such lectures took their shape.

** The same kind of elements were found also in some works of Noh, etc. Cf. Otani Setsuko K4
i, “Chusei Kokin-chii to No: aioi no higi” Httdy 43 & 48 FHA D FERE, Bungaku L5
6-3 (2005.5), later collected in her Zeami no chiisei tH:[7R Hifl: (Iwanami Shoten, 2007)
under the title “Kadd to chido: Takasago ko6” #iE L1514 : [EfY] #. There is also a series
of articles by Makino Kazuo $Ef 15k examining—from a slightly different point of view—
allegorical suasion (fityu) as it was actually practiced in Muromachi-period literature, focusing
in particular on the work Mumyd hosshé kassen-jo BEWIENEGBEIK . See, e.g., his “Mumyo
hosshé kassen-jo no ichi-sokumen” [ERJEE SR ] O —{AIH, Gunki to katarimono it
LEED ¥ 15 (1979.3), collected with the rest of this series in his volume Chiisei no setsuwa to
gakumon O FLEE & “# 1] (Izumi Shoin, 1991). This is a question that will require further
investigation going forward.

This article was originally to be contributed to Joshua S. Mostow, Tokuro Yamamoto, Kurtis
Hanlon ed., An Ise Monogatari Reader: Contexts and Receptions (Brill; Leiden, 2021), based
on Joshua S. Mostow, Tokuro Yamamoto ed., The Tules of Ise: Creation and Transformation {J
BUsE AliE & 2% (Izumi Shoin; Osaka, 2009). It is the author’s hope that the present piece
might be read in concert with these books.



